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ABSTRACT 
KEEPERS OF THE VISION: 
STUDENTS’ PERCEPTIONS OF THEMSELVES 
AS CREATORS AND CHANGERS 
MAY 1996 
DVORA J. ZIPKIN, B.A., EMPIRE STATE COLLEGE 
M.S., RUSSELL SAGE COLLEGE 
Ed.D., UNIVERSITY OF MASSACHUSETTS AMHERST 
Directed by: Professor Doris Shallcross 
This qualitative study undertook an exploration into the connections between 
creativity and change/transformation. Its purpose was to begin to understand how 
creativity could be used as a tool for empowerment, liberation, and transformation, and 
how creative techniques could be incorporated into educational efforts. Participants 
were students who were enrolled in an undergraduate course designed and taught by the 
researcher, entitled Creativity and Change. Using their course work and interviews, this 
research explored how these student/participants perceived of themselves as creative 
individuals and as persons capable of making change in their lives and in the world, 
how they connected the two concepts of creativity and change, and how they utilized 
creative processes in envisioning change strategies. 
This study broke ground in two areas of creativity research: 1) looking at the 
effects and benefits of a creativity class from the perspective of the students who were 
enrolled in it, and 2) expanding on the research on climate for creativity by connecting 
creativity to personal and social change efforts, again, from the perspective of students. 
The results of this study are a beginning to better understanding the multiple 
aspects of creativity — expression, process, products — and their importance to self¬ 
development, empowerment, and liberation in education. The responses of the students 
who participated in this study were encouraging in supporting the premise that there are 
vi 
multiple connections between creativity and change. They demonstrated the effects of 
creativity in increasing self-knowledge and self-esteem, making connections between 
people, envisioning solutions to social problems, expanding perceptions to incorporate 
different perspectives and viewpoints, breaking boundaries, and taking the risks that 
transformation demands. These student/participants demonstrated, through the 
discovery of their own creative, capable selves, a sense of empowerment arising from 
the knowledge that “I CAN.” 
Being able to think outside of conventional structures and paradigms, 
challenging dualistic thought, and incorporating holistic teaching and learning strategies 
are some of the strengths and gifts of creativity. This study has shown that the openness 
and imagination of creative thought and behavior can become a tool to dismantle the 
injustices of the world and create new, transformative paradigms. 
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CHAPTER I 
INTRODUCTION 
Introduction and Background 
The concept of creativity has long intrigued humankind, and yet it continues to 
elude any single, comprehensive definition. The literal definition of creating as making 
or bringing into being is in actuality a misnomer, as we cannot literally make something 
out of nothing. Therefore, when we create, we are actually transforming one or more 
things into something else, into something new or different, whether an object, a 
thought, or an idea. In this sense, creativity can be seen as change: to make different, 
or to transform. 
In change, or transformation, is the possibility of growth. Education and 
learning are also growth processes, at least in their ideal state. Therefore, education, 
change, growth, and creativity are, ideally, inextricably linked. In reality, however, 
most intentional change efforts, whether in educational, personal, or social contexts, are 
met with resistance. An individual or system, whether social or biological, will act to 
defend itself from any “invasion” it perceives as threatening — including change -- even 
if it be for the good of that individual or system. The most obvious example of this on 
an individual, biological level is when the body attempts to reject a transplanted organ - 
the foreign “invader” — even though this same organ might eventually save the patient’s 
life. Social systems, including educational systems, often act in the same way, resisting 
change that may be perceived as threatening to the system’s survival - the status quo - 
even if these same changes will actually improve the system and the lives of those 
involved in it. 
I approach this research with the concept of creativity as self-expression and 
self-knowledge. Although self-expression may indeed depend upon self-knowledge — 
at least to the extent of knowing what it is one wishes to express — it can also be true 
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that in expressing oneself, one learns to know oneself. And, it is from this learning to 
know oneself, from this place of growing self-awareness, that one grows more open to 
new ideas, more capable and confident in oneself and one’s ability to both make change 
and be changed. 
It takes great courage and commitment to overcome inertia and resistance; it is a 
risk to embrace the unknown and try anything new. Creative people are often more 
flexible, more willing to take risks, have greater tolerance (including for ambiguity), are 
open to new experiences, and are more willing to at least tolerate the possibility of the 
unknown (Cropley, 1990; Kneipp & Gadzella, 1990; Sternberg, 1988). They may feel 
more dissatisfied with the status quo, and may also feel more empowered to take risks 
and make change. Internal locus of control, perhaps the closest we can come to being 
able to measure a sense of empowerment, has been linked to creativity (Strickland, 
1989). As one becomes more in touch with oneself as a creative individual, and begins 
to view the world through the more holistic, non-dualistic, risk-taking, imaginative, and 
spontaneous lens which is the creative process, one also gains more of a sense of 
internal power and control which is necessary to any change-making effort. 
As will be further explored in Chapter II, recent researchers have increasingly 
supported the assertion that Guilford (1970) made in 1950 that we are all creative, or at 
least that we all have the potential to be creative. Increasingly, creativity has been 
viewed as a vital and innate part of life. As Rollo May (1976) put it most simply and 
succinctly, “We express our being by creating. Creativity is a necessary sequel to 
being.” 
Creative works, such as art, literature, poetry, music, and theater, have long been 
used in social change efforts, as they both satisfy human needs and speak to us in the 
language of emotions. It is from this emotional sphere, and our openness to these 
feelings, that change and transformation can take place. It remains to be seen whether 
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other acts and expressions of creativity, creative thinking techniques, or creativity 
training can have this same change-making effect. 
Statement of the Problem 
In 1954, Carl Rogers (1970) wrote that the passive and the “culture-bound” 
would not be able to cope with the multiplying issues and problems facing our society, 
and that many of the problems of society could be traced to a lack of creativity. He said 
that “genuinely creative adaptation” seemed to be the only hope that we could keep up 
with the pace of change in the world and that, further, “not only individual 
maladjustment and group tensions but international annihilation will be the price we pay 
for a lack of creativity.” 
Over forty years later, much of our educational and social systems have failed to 
heed Rogers’ warning, and classrooms routinely neglect the types of learning and 
teaching techniques that foster the development of students’ creative potential. While 
there has been a recent surge of interest in the development of “innovative” ideas and 
products, there has been less emphasis on the development of creative and innovative 
people; that is, creative and critical thinkers and doers who are willing to take risks and 
challenge the status quo. There has been even less emphasis on encouraging and 
exploring the interconnections between creativity and change/transformation, 
particularly in the realm of social change. 
Maslow (1968) observed that many of the characteristics of the healthy, self- 
actualized human corresponded to those of creative people. Yau (1991) has urged that 
we take more seriously this relationship between psychological health and creativity in 
order to more fully nurture “generations of youngsters who are self-confident enough to 
cope flexibly with the turbulence of our times and to solve future problems with 
effective breakthrough strategies” (p. 160). If we are to take these warnings seriously -- 
and I argue that we must -- we will need to develop educational strategies that will 
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encourage, nurture, and accept many different expressions and uses of creativity in 
problem-solving, in enhancing individual self-concept and empowerment, and in the 
transformation of pressing social concerns. Freire (1973) has said that creativity is 
needed for learning. Creativity, as both process and product, has the potential to be a 
vital component of education that can liberate and empower students with the courage 
that is needed for transformation. 
As noted, like biological systems, social systems — and this includes education - 
- are often resistant to change. It is a matter of survival, or so it seems, to preserve the 
status quo. When addressing social issues and problems, including the need to revamp 
the educational system itself, education often focuses on naming the problem and 
increasing awareness and sensitivity to it, with less emphasis on strategies and actions 
for intentional change, and even less on creating the types of alternative visions so 
necessary if any changes are to be made. While changes in attitude and belief are 
critical in the struggle to transform and solve our social problems, education rarely 
focuses on empowering students to make the actual changes, or to feel that they are 
capable of doing so. The problem seems “so huge” and the student feels “so small.” 
Solely cognitive approaches to social issues, particularly those that divide us into “us- 
them” categories, serve to separate and distance people from the problems and from 
each other. These types of divisions make it very difficult to develop change strategies 
and visions for alternative solutions. Without workable visions for transformation and 
change-oriented action strategies, the ability to perceive the “whole picture” and the 
interconnections between issues and problems, the confidence that one is capable of 
making such changes, and the willingness to take the risks that transformation demands, 
innovative and challenging solutions to personal and social problems will not be 
attainable. In order to both develop and implement such change-oriented strategies, 
creative thinking, visioning, risk-taking, and creative action are necessary. 
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Both the products and the very process of creativity have the potential for 
effecting change and for developing individuals who feel empowered, courageous, and 
who have the necessary vision to make such desired changes. Creative thinking 
techniques, such as brainstorming, creative problem solving, role-playing, and visioning 
can be used to “stretch” thinking, envision solutions, think non-linearly, and see 
interconnections and the “big picture.” There is a long history of the creative arts, 
including theater, the visual arts, literature, music, and film, being used to convey social 
images and issues in struggles for social change worldwide. These artistic expressions 
have had positive, transformative effects on both audience/viewer and creator/writer/ 
performer, speaking to both on an emotional level, from where transformation occurs. 
Participating in the creation or presentation of such works additionally enhances self¬ 
esteem and feelings of empowerment. 
Research has indicated that self-esteem, creativity, and internal locus of control 
are closely correlated (Houtz, Denmark, Rosenfield, & Tetenbaum, 1980; Kneipp & 
Gadzella, 1990; Rogers, 1970; Tardif & Sternberg, 1988). Internal locus of control 
relates directly to one’s sense of personal (internal) power, or empowerment, from 
which the ability to take action and make intentional change develops. It could be, then, 
that creative people may be more willing and able to do the work that transformation 
demands. And since, with encouragement and nurturance, we are all potentially 
creative, every one of us is a potential change-agent. While I do not for an instant 
suggest that creativity is the solution to our world’s numerous problems in and of itself - 
- no one thing could be --1 do believe that as part of an integrated, holistic approach to 
education and transformation, creativity can effectively address various social issues. 
While oppressive conditions inhibit and stifle creativity, creativity and creative 
expression also have the power to confront and break into that oppression (Powell, 
1992), particularly in the areas of creating and presenting alternative visions for change, 
and in liberating the voice and internal power of both those targeted by oppression and 
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those committed to making change. Expressions of creativity and creative thinking 
techniques, along with the development and encouragement of a more “whole-brain” 
world view may help to: 
• Decrease dualistic, “us/them” thinking that separates people and leads to 
prejudice and discrimination 
• Nurture a consciousness that is aware of and values both the uniqueness and 
commonality of all human beings 
• Increase self-esteem, lessening the need to bolster one’s self-concept through 
diminishing those different from oneself 
• Increase empathy towards others and tolerance for diversity 
• Create alternative world views, visions for change, and possible futures 
• Work on creative solutions to pressing social issues and problems 
• Enable and support positive risk-taking behaviors 
• Make connections and see the “whole picture” 
• Foster an openness to alternative viewpoints, perceptions, and realities 
• Empower people to feel they can have a positive impact and are capable of 
contributing to and implementing change in their lives and in the world. 
Finally, if we are to develop creative activities in the hopes of empowering 
students and developing change-making attitudes and behaviors, it will be necessary to 
focus on the student, and to be student-centered in teaching approaches. We must be 
receptive to and inclusive of what students find useful and empowering, not only what 
we as educators deem useful. 
Purpose of this Study 
In order to begin to understand how creativity can be used as a tool for 
empowerment and for envisioning and making intentional change, and how it could be 
incorporated into educational efforts, I worked with a group of college students who 
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were enrolled in an undergraduate course that I designed and taught entitled Creativity 
and Change. I was interested to learn how these students perceived of themselves as 
creators, changers, and visionizers; that is, what kinds of creative endeavors they were 
involved in, what kinds of change work they felt interested in and/or capable of 
effecting, and what kinds of visions they had or were able to develop as alternative 
solutions to problems or issues. By understanding what types of creative expression 
and techniques a group of college students themselves find useful, and how they 
incorporate such tools in visioning and creating change, educators can design curricula 
that incorporate the kinds of creativity to which college students may be receptive, and 
which may serve to enhance student learning. 
Students were involved in several projects during the course, four of which were 
used as data for this study. During the first half of the semester, they chose one mode of 
creative expression, such as drawing, creative writing, or journaling, and took 
themselves through a series of exercises and activities designed to enhance creativity in 
their chosen area. During the second half of the semester, students worked in small 
groups to design a change project around a particular social issue, incorporating the 
creativity expressions and techniques they had worked with both in class and in then- 
individual creativity projects. In addition, they completed a project which involved 
risk-taking behavior, and one in which they examined the role of the arts in social 
change efforts. 
I looked at what types of creative expressions and/or creativity techniques 
students employed, as well as which techniques/expressions they were able to take with 
them and continue using in other contexts after the course had ended. In addition, in 
light of the many differing — and often conflicting — theories, definitions, and 
approaches to creativity and change work, besides understanding how students employ 
creativity, this student-centered study has also taken into account how the students 
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perceive of creativity itself, as well as their own self-perceptions of themselves as 
creators, changers, and visionizers. 
This was an exploratory study, which focused on the following research 
questions: 
♦ What kinds of visions and actions for change/transformation regarding 
specific social issues did a group of college students enrolled in the course 
Creativity and Change design using creative thinking techniques? 
• What types of creativity techniques and/or modes of creative expression did 
they employ in the process of designing and presenting potential solutions to 
social issues? What role did creativity play in the process of educating about 
and addressing social issues? 
• Which of these techniques and/or visions were students able to continue 
using once the course had ended? 
♦ In relation to how they utilized creativity, how did these students define the 
concepts of creativity and change; how did they perceive of themselves as 
creators/changers; and in what ways did they connect and combine the two 
concepts? 
Data was collected from class observations and discussions, students’ papers and 
projects, a short written survey and locus of control instrument administered at the 
beginning and end of the course, and tape-recorded interviews after the course had 
ended with about two-thirds of the students enrolled in the class. Half of these students 
also participated in a follow-up interview five to six months after the first interview. 
Significance of the Study 
This study has significance for the student/participants who were enrolled in the 
course, as they had the opportunity to explore their own creative potential and use their 
discoveries in their own work and other endeavors. It is also significant to the 
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instructor/researcher, as I continue to explore and refine ways of using creative 
expression and creativity techniques in education and social change work. 
This study is also significant to teachers and other educators, particularly those 
in fields which address the needs for transformation, including diversity and 
multicultural education. In beginning to understand students’ perspectives on creativity 
and how they utilize that sense of their own creativity in learning, approaching 
problems, creating visions and solutions, and in dealing with change, educators can 
design appropriate curricula and learning activities. Although the results of this study 
cannot be generalized to all groups, focused as it was on a selective group of college 
students, there is much here that can be applicable to many students in a variety of 
disciplines, particularly those that require students to consider alternatives to present 
issues and problems. 
This research will add to the knowledge in the field of creativity research in at 
least two ways. Although there is vast research on creativity, little has been done that 
addresses the connections between creativity and change/transformation. What research 
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exists looks predominantly at the climate for creativity and change, such as motivation, 
environment, and obstacles to creativity (The Center for Studies in Creativity, 1995). 
Little formal study has addressed the impact of oppressive societal conditions such as 
sexism, racism, and heterosexism on one’s creative potential or expression, nor has 
there been much research on the impact of one’s expression of creativity on one’s 
ability to break out of the restrictions of said oppression. The most notable work to date 
is that reported by Powell (1992, 1994), who looked at women and creativity. This 
research is an important beginning at opening an under emphasized aspect of creativity 
research: that of the connections between creativity and change/transformation, and 
will add to the understanding of creativity’s role in social and personal change efforts. 
In addition, while there has been notable research focused on the content and 
benefits of college-level creativity courses and other creativity training workshops, I 
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have found no studies to date that look at the benefits of such a creativity course solely 
from the perspective of the students enrolled in the course. This study, inasmuch as it 
focuses on the students’ perceptions of their own learning and growth in the course, will 
contribute significant understanding of participant responses to creativity training. 
The growing field of future studies will find this study useful in the area of 
visioning possible solutions and futures, as will professions interested in creativity and 
innovation. Social activists and other college students who are interested in using 
creative expression and creative thinking techniques in social justice work will also gain 
increased understanding from this research. In all, this study will be useful to students, 
educators, and researchers in a wide variety of disciplines that deal with social issues 
and change/transformation strategies. 
Definitions of Terms 
For the purposes of this study, the following terms and definitions are used: 
• Creativity: 
Generally seen as a capacity for bringing something new into being, creativity is 
often viewed in terms of creative persons, products, or processes. Less often it is 
viewed in relation to and interaction with the environment, known as creative press. 
Creativity also includes elements of change or transformation. In this study, creativity 
is seen as an innate potential that everyone possesses; it is the capacity for self- 
expression and self-knowledge, as well as a way of perceiving the world. (A further 
discussion of the definitions of creativity is included in Chapter II, the Review of 
Literature.) 
♦ Dualism: 
The concept that we tend to see all things in our universe in terms of “either-or” 
polar opposites, generally resulting in value judgements that one of these opposites is 
“good” while the other is necessarily “bad.” 
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• Holism: 
The concept of perceiving the world, ourselves, and each other in a more 
balanced, “whole-brained” manner, eliminating sharp distinctions between “one or the 
other” and perceiving the “in-betweens.” 
• Self-Esteem: 
A person’s self-evaluation, one’s overall positive or negative attitude or 
judgments towards oneself, which indicates whether individuals like or approve of 
themselves and how one believes in one’s own self-worth, significance, and importance 
(Carmines, 1991; Yau, 1991). The terms self-image and self-concept are closely 
related, and can be used interchangeably. 
• Power: 
Power, as it is used in this study, refers not to the more common concept of 
external domination or control (“power-over”), but rather to an internal sense of 
competence (“power-with,” or “power-from-within”) (Ferguson, 1980; Kreisberg, 1992; 
Macy, 1983; Starhawk, 1987, 1988). 
• Empowerment: 
This term comes as a response to an analysis of powerlessness and domination, 
and a desire to create alternatives to both. It is a process of self-assertion and personal 
change that transforms silence and submission into an authentic voice, through which 
people are able to speak and act effectively on behalf of themselves and their 
communities. This enables people to increase control of their own lives, as well as their 
sense of self-worth and confidence (Kreisberg, 1992). 
• Locus of Control: 
Locus of control refers to an individual’s self-perceived confidence in her or 
himself (Kneipp & Gadzella, 1990), and generally refers to the degree to which an 
individual attributes events to one’s own doing, known as intemalitv. or to external 
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forces, known as externality (Houtz, Jambor, Cifone, & Lewis, 1989; Lefcourt, 1991; 
MacDonald, 1973; Tobacyk, 1992). 
• Change: 
A process of adaptation, transformation, and/or restructuring (Ferguson, 1980); 
“a passing from one state or form to another” (O’Neill, 1992). Change and creativity 
share many traits. (This is further explored in Chapter II, Review of Literature). For 
the purposes of this study, whenever possible, I differentiate between the broader 
concept of change, which may include those events that appear to change without one’s 
desire, participation, will, or direction, and intentional change, or transformation, which 
is used to refer to purposeful efforts to transform personal and/or social circumstances. 
This distinction is not made when the term “change” appears in direct quotes. 
• Oppression: 
The systematic exploitation of a group of people based solely on their social 
group membership, where the dominant group has ready access to and control of power 
and resources; prejudice plus social power (Hardiman & Jackson, 1982). 
• Social Issues: 
This refers to any problem or concern in the social realm that affects and 
impacts people’s lives. Often, social issues are those which negatively impact the lives 
of those people targeted by oppression and injustice. 
• Social Change: 
Social change refers to any change that takes place in the social sphere, affecting 
social systems and the individuals within them. For the purposes of this study, social 
change most often refers to an intentional change/transformation. 
• Social Jpgtice: 
The term social justice refers to the absence of oppression, where all people, 
regardless of social group identity or other identifying characteristics, are treated 
equally, are valued for their diversity, and have equitable access to resources. 
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Social Justice Education: 
An educational process devoted to examining systems of oppression and its 
effects on groups and individuals. It is dedicated to eliminating personal, institutional, 
and cultural oppression through increasing awareness, changing attitudes and behaviors, 
empowering individuals, and creating strategies for implementing change/ 
transformation. 
• Multiculturalism: 
The recognition, acceptance, valuing, and embracing of individual and cultural 
diversity; the integration of the perspectives and contributions of diverse groups of 
people that have traditionally been excluded. 
• Vision: 
The concept of vision as used here refers to developing, transmitting, and 
implementing an image of an alternative and desirable future. Visioning (or 
“visionizing”) refers to the act of developing, or imagining, these visions. 
Presentation of the Study 
This dissertation includes the following chapters: 
• Chapter I. Introduction 
This section introduces the study, its purpose, and significance. Key terms are 
defined here, and an overview of each chapter is presented. 
• Chapter II, Review of the Literature 
The review of literature includes a brief discussion and overview of some of the 
more major and relevant definitions, theories, and approaches to creativity, as well as 
the concepts of dualistic thought and whole brain thinking. Research and other works 
are reviewed that address the connections between creativity, self-esteem and positive 
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mental health, power and locus of control, and social change. The section on creativity 
and social change includes a discussion of the interaction of creative person, product, or 
process with the environment (known as the creative press), and some of the uses of 
creativity in social change efforts, including envisioning and implementing strategies 
for transformation. These efforts include uses of creative thinking techniques for 
transformation (the creative process) and the “arts of social change” (creative 
expression/products). The Review of Literature chapter concludes with a review of past 
and present warnings concerning the critical need to incorporate more creativity into 
educational and change/transformation work. 
• Chapter III. Research Design and Methodology 
This chapter describes the methodology used in this qualitative study, including 
the research design, course design, selection of participants, and collection and analysis 
of data. Also included in this chapter are the assumptions underlying this study, as well 
as its limitations, trustworthiness, and my role as the researcher. 
• Chapter IV. Presentation of Findings 
The results of the study are presented in Chapter IV. Findings are presented 
qualitatively, using participants’ own words and voice wherever possible, and include 
both the products and processes of creativity. The data are organized in three sections 
that parallel three major aspects of creativity: 1) Person. Profiles of the six students 
who participated in both interviews; 2) Product Analysis of themes across the four 
major projects completed for the course; and 3) Process. Analysis of themes which 
arose from the student/participants’ self-perceptions, based primarily on the twelve 
students who took part in one or both interviews. A brief discussion of Press is also 
included, focusing on bias-related environmental influences on student/participants ’ 
self-perception. 
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♦ Chapter V. Conclusions. Implications, and Recommendations 
The findings of this study suggest that creativity and creative thinking 
techniques as used in this course had a number of positive impacts upon students, 
including: self-esteem, sense of satisfaction, confidence, personal empowerment, 
openness, and the ability and willingness to perceive a variety of differing viewpoints 
and to break free of old boundaries. They also suggest a number of student-perceived 
connections between creativity and change/transformation, as well as a common 
perception of the importance of creativity in these students’ lives. These conclusions 
are discussed in Chapter V, along with implications and recommendations for 
educators, recommendations for further research, and the final summary of the study. 
• Appendices 
Appendices to this dissertation include the Consent for Voluntary Participation 
(Appendix A), all supporting material from the course Creativity and Change, upon 
which this study was based, including the course syllabus (Appendix B), paper and 
project assignments (Appendices C, D, and E), pre- and post- Survey questionnaire 
(Appendix F), and an informal Locus of Control instrument, which was also 
administered as a pre- and post-test (Appendix G). Also included are the Interview 
Guide/Questions from both the initial interview (Appendix H) and follow-up interview 
(Appendix I). 
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CHAPTER II 
REVIEW OF THE LITERATURE 
Introduction 
There are several ways to view the connections between creativity and change/ 
transformation — their interrelationships, the impact and uses of creativity for change 
and transformation, the effect of change on creativity, the ways creativity and 
intentional change work affects the creator/changer are just a few. Since in creating, 
something must change, the very essence of creativity is that of transformation. To 
further understand the connections between creativity and change/transformation, 
however, it is first necessary to review some of the definitions and theories of creativity 
itself. Since there are so many conflicting views on what creativity is, this section will 
form the basis for the working definition of creativity that will be used throughout this 
dissertation. 
This review of the literature will then examine some of the ways that creativity 
and change/transformation interconnect. Since little has been done that specifically 
looks at these connections, this section explores various components related to a 
correlation between creativity and transformation: creativity and self-esteem, power, 
locus of control, and action for intentional change. Building on Rhodes’ (1961) “press” 
— the relationship between individuals and the environment — and Amabile’s (1983) 
social psychology of creativity, I then explore further interconnections between 
creativity and change/transformation, particularly social change. Finally, some of the 
ways that both the processes and the products of creativity have been and can be used as 
a tool for intentional change will be reviewed. 
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Creativity: What Is It? 
In its most basic form, creativity is often defined as the capacity for, or state of, 
bringing something new into being (Barzun, 1990; May, 1976; Rothenberg & Hausman, 
1976), which closely mirrors the standard dictionary definition of “making, bringing 
into being” (May, 1976). This may be a little too lofty and God-like for ordinary 
mortals, while at the same time so utterly simple and commonplace that it would seem 
we create all the time -- every time we prepare a meal, write a letter or, for that matter, 
conceive or give birth to a baby. Here, then, is Barzun’s (1990) paradox of creativity: 
since we cannot literally make something out of nothing, we are actually transforming 
one or more things into something else. This is Koestler’s (1976) “bisociation,” the 
“sudden interlocking of two previously unrelated skills, or matrices of thought” where 
no such connections existed before, to produce a new insight or invention. 
The definition of change closely parallels that of creativity: to make different; to 
transform. Change is transformation (Ferguson, 1980), “a passing from one state or 
form to another” (O’Neill, 1992). In this way, we may see that creativity involves 
change, and that transformation may require creativity. 
All individuals, all groups, all organizations, all societies, and all 
environments are at all times in a state of change. Change requires 
adaptation, and adaptation often requires creativity, or at least a 
willingness to depart from “the way we have always done it.” 
(Campbell, 1987, p. xv) 
This “willingness to depart from the way we have always done it” is a crucial aspect of 
change and transformational work, and one of the critical ways in which creativity 
contributes to intentional change efforts: one of the characteristics of creative people is 
their willingness to take risks and to see alternatives and the “big picture.” 
There is no one concise, inclusive definition or theory that can begin to 
encompass such a broad and vast concept as creativity. The modem resurgent interest 
in creativity research stems, in large part, from J.P. Guilford’s Presidential Address to 
the American Psychological Association in 1950, in which he challenged researchers 
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and called for more study into this heretofore neglected field (Guilford, 1970; 1987). 
Since then, dozens of often conflicting theories and definitions of creativity have arisen, 
along with countless popular books and workshops promising to “increase your creative 
potential.” Creativity has been referred to as unpredictable and unexplainable, unknown 
and unknowable; a mystery, a paradox, and a puzzle (Barzun, 1990; Boden, 1991). It 
has been perceived as a novelty, abstract, mystical, elusive, and magical (Isaksen, 
1987), and has been placed in the realm of divine inspiration, heredity, genius, neurosis, 
and madness. 
No single discipline can claim creativity as its own. Creativity manifests in both 
the artistic and the scientific (Weisberg, 1986); it is studied by artists, psychologists, 
counselors, sociologists, humanists, behaviorists, anthropologists, philosophers, 
educators, scientists, engineers, mathematicians, and managers and business executives 
(Isaksen, 1987). Many Western approaches to creativity stem, at least in part, from the 
writings of Plato, Aristotle, Kant, Galton, and Freud (Rothenberg & Hausman, 1976), 
although it must be noted that they were all white men writing from a Western 
European perspective. Most creativity research and theorizing to date, at least in the 
United States, has continued to be conducted by white Western European males, 
resulting in a Eurocentric view of what constitutes creativity. Grady (1989) has found 
that men and women define creativity differently; that men generally see it in terms of a 
useful, concrete product, while women more often refer to an aesthetic product, self¬ 
development, and aesthetic pleasure. Raina (1993) points out that most creativity 
research “has been pursued within narrow ethnocentric boundaries” and that it is 
“somewhat incomplete and narrow” (p. 436). Creativity research in the United States 
has been driven primarily by “common sense” and utilitarian concerns, lacking any 
deeper philosophical, scientific, or spiritual meanings. 
Excluded from the definition of “creative” are people, acts, or products which do 
not conform to the white Western male standards to which this society has grown 
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accustomed. This bias is especially evident when we consider perspectives on creativity 
from outside the United States. For example, African, Chinese, and Native American 
traditions do not hold “originality” or “innovation” as a requirement for what is creative 
(Hatcher, 1985; Kraft, 1992). The Chinese language has no direct translation for 
“creativity” (Gardner, 1991); many languages do not have a word that can be translated 
as “art” (Hatcher, 1985). In Navajo sand painting, the act of creating is what matters, as 
the product does not remain; the creator sweeps it away upon completion (Hatcher, 
1985). And many indigenous cultures see no separation between art/creativity, and the 
rest of their reality (Baynes, 1975). A broader definition of what constitutes creativity 
and creative acts has to take into account the interaction of the person and environment, 
including cultural factors that may support or inhibit creativity, both in considering who 
and what are included, as well as in recognizing who and what has been overlooked, 
ignored, or thwarted. 
Rogers (1970) connected creativity with self-actualization; in fact, many of the 
personality characteristics of creative people are often similar to Maslow’s (1968) 
characteristics of self-actualization. For example, in one study of college students, there 
was found to be a correlation between scores on a self-actualization inventory and a 
creativity inventory, as well as with ratings of the creativeness of the students’ creativity 
projects (Davis, 1992). 
More recently, definitions of creativity have broadened considerably. It has 
been discussed in terms of a spiritual and mystical experience, (Cameron, 1992; 
Metzger, 1993); an act or feature of consciousness (Cramer, 1992; Jacobs, 1990); an 
expansion of awareness (Capacchione, 1988); and an “inevitable and inherent aspect of 
human experience” (Purpel, 1989). Davis (1992) has called creativity “a lifestyle, a 
way of living, a way of growing, and a way of perceiving the world” (p. 7); while 
Sinnott (1970) has written that life itself is the creative process, and that imagination is 
“the basic formative quality of life.” In 1950, Guilford may have been one of the first to 
19 
assert that creativity could be expected of almost everyone. Recently there has been 
increasing support for the idea that everyone is creative or, at least, that everyone 
possesses the potential for creativity (Arieti, 1976; Davis, 1992; Grady, 1989; Isaksen, 
1987; Powell, 1992; Purpel, 1989; Rogers, 1970; Romaniuk, 1982; Rothenberg, 1976; 
Smuts, 1992; Weisberg, 1986). 
This is the concept of creativity with which this study has been undertaken; that 
we all have the potential for creativity and creative expression; that it is, in Zohar’s 
(1993) words, “a built-in part of our nature” (p. 218). This innate nature transcends 
cultural, gender, racial, and other seeming boundaries that have heretofore separated the 
“creative” from the “non-creative.” “The artist is to be among us, because we are all 
capable of creating, all able to speak in the voices of our diverse cultural groups” 
(Powell, 1992). 
Creativity is being. It is our way of expressing ourselves, of perceiving the 
world (Smuts, 1992); it is an innate drive in all of us (Storr, 1972), just as we possess 
the drive to eat or sleep. Creativity is self-expression and self-knowledge — it is how 
we express ourselves, and one way in which we come to know ourselves. It is part of 
the very core and essence of who and what we are, an invisible web of connection 
between us that ties together our ways of knowing, our ways of perceiving ourselves, 
the world, and each other. Creativity has the potential to be one of the most direct 
routes to the inner source of our power and our very being. When this expressive voice 
is blocked, we are cut off from our very selves, and when it is given voice, we are most 
in touch with ourselves, and most fully human. And it is from this place of expression, 
of self-knowledge, of inner power, that true change and transformation come. 
Creativity. Dualism, and Holism 
One of the most important contributions creativity and creative thinking can 
make to transformation and to the arena of social change work in particular is the 
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perspective of perceiving problems and solutions in a more holistic, interconnected way. 
A holistic world view would be one that perceives the “whole picture” as well as its 
parts and interconnections, and one in which both “right brain” and “left brain” thinking 
styles are valued. 
We live in a dualistic, “either/or,” “us/them” society and, as such, tend to view 
problems, situations, and each other as being “one or the other.” This stems, in large 
part, from a mechanistic, reductionist world view which persists in dividing mind and 
matter, biology and culture, and viewing reality as a mechanical system made up of 
separate objects (Capra, 1982). This mechanistic view (Cartesian philosophy) believes 
in the certainty of scientific knowledge, sets the stage for broad cultural imbalance, and 
sanctions a system of domination and subordination in which everyone and everything 
is viewed separately. “As much as it is misleading to make a disjunction between the 
object and the observer, so it is misleading to separate totally parts from the wholes and 
wholes from their environments” (Mannermaa, 1991, p. 359). 
Myers, Speight, Highlen, Cox, Reynolds, Adams, and Hanley (1991), in writing 
about identity development and world view, have suggested that the pervasiveness of a 
culture of “isms” (racism, sexism, classism, etc.) that separates ourselves and our 
identities into either-or boxes of race, gender, class, and so on, makes it difficult to 
develop and maintain a positive self-identity (what happens to the biracial or bisexual 
person who is forced to choose “one or the other”?). Further, they assert, the very 
nature of this conceptual system is inherently oppressive itself. They propose a more 
inclusive identity development model that is holistic rather than segmented, one which 
looks at the whole person in her or his multiple identities rather than considering them 
singly and independently. Their “optimal theory” is one which includes a “whole 
picture” view of the individual and her/his identities, including spiritual identity and 
development; it “posits that self-knowledge is the basis of all knowledge” (p. 57). They 
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conclude, “Whenever one upholds a segmented conceptualization of the world, 
oppression is the natural consequence” (pp. 61-62). 
Creativity can be a valuable tool in this re-creation of an identity development 
model and world view, considering the concept presented in this research of creativity 
as self-knowledge, as well as the characteristic of creativity as “whole-brained” or 
holistic. Creative thinking techniques can be used to encourage more whole, non- 
dualistic ways of thinking and viewing the world, ourselves, and each other. The 
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research on the bi-polarization of the brain, the “two-sided mind,” has shown that the 
two hemispheres in our brain have distinct characteristics: the “left brain” is the realm 
of analytic, logical, rational thinking, while the “right brain” is the seat of our intuitive, 
emotional, non-linear, holistic thought -- and much of our creativity (Buzan, 1991; 
Capacchione, 1988; Edwards, 1989; Klauser, 1987; Rico, 1983; Sperry, 1968, 1973; 
Springer & Deutsch, 1985; Williams, 1983). 
In and of itself, this hemisphericity would not necessarily cause the extreme of 
dualistic thought so prevalent today, were we to let both sides of our brain think and 
work together and in balance, as surely it was meant to do. However, our society came 
to value one mode of thinking ~ the logical and linear — over the other, leading to a 
devaluing of non-rational, intuitive (and creative) thought. The former came to be 
associated with the male; the latter with the female and nature, which were subsequently 
also devalued. This has further led to the devaluation of any people or cultures who are 
not “left brain” dominant, effectively devaluing an entire way of thinking and viewing 
the world. Further, recent research on women’s psychological development and 
learning (Belenky, Clinchy, Goldberger, & Tarule, 1986; Gilligan, 1993; Lyons, 1983) 
has shown women to be more “connected” and men to see themselves as more separate 
or objective. There may be further correlation between this connectedness, women, and 
right brain thinking styles, as well as between the objective male perspective and left 
brain styles. 
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As Capra (1982) points out, it is not that one way of thinking is intrinsically 
“bad,” it is that we have focused on only one side of the coin, so to speak — the “left 
brain/analytical,” to the exclusion and detriment of the other. We need to create more 
of a balance, and to let the two types of thinking complement and reinforce the other, as 
they were meant to do (Norris, 1990). We need to view our world in its inter¬ 
connectedness -- Capra’s (1982) “systems view” and Zohar’s (1993) “unity of 
consciousness.” Harman (1990) has called for a new science based on the “oneness” of 
things, on “wholeness” that assumes that everything is part of a unity, while Tayko’s 
(1988) holistic view of social systems views interdependence and interrelationships 
within an integrated social, cultural, economic, political, and spiritual context. As 
Ferguson (1980) states, “The joining of the two minds creates something new. Whole- 
brain knowing is far more than the sum of its parts, and different from either” (p. 81). 
Creativity is a whole-brained process (Norris, 1990) and, as such, can help move 
us towards this new, balanced world view. Developing a more holistic view of the 
world and greater self-understanding increases our ability to communicate across 
cultures, and increases mutual respect and understanding (David, 1994). Creative 
people have been found to be more empathetic and accepting of differences and 
diversity (Cropley, 1990; Sternberg, 1988). As David (1994) points out, the ability to 
tolerate “cultural ambiguity” and to “manage our personal biases” demands ways of 
thinking that are found in people who are creative problem solvers. Encouraged to use 
both sides of our brain, we can move away from some of our dualistic, “us/them” 
thinking patterns that lead to judgments about who is “good” and who is “bad” -- a 
pattern which stems, in part, from our socialized belief that one side of our own brain is 
to be more highly valued than the other. 
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Self-Esteem 
For a long time, creative individuals were often associated with psychological 
and mental illness; the image of the brilliant author or artist, hard-drinking and chain¬ 
smoking, is a familiar one. And while there may be connections between addiction and 
creativity (L.S. Leonard, 1989), genius and madness, and creativity and mental illness, 
including schizophrenia and manic-depression (Cropley, 1990), more recent 
associations have been made between creativity and good mental health (May, 1976; 
Torrance, 1970). In fact, Maslow (1968) has speculated that the two concepts of 
creativeness and self-actualization, which includes positive mental health, may indeed 
turn out to be the same thing. 
Creativity, high self-esteem, and positive mental health have been characterized 
by and share such personal traits as courage, openness to experience, trust of one’s 
intuition, flexibility, confidence, internal locus of evaluation, self-acceptance and self- 
awareness, intrinsic motivation, tolerance, autonomy, humor, playfulness, and the 
willingness to try things and take risks (Cropley, 1990; Yau, 1991). Powell (1992) has 
found a clear relationship between one’s sense of self and one’s ability to create. 
Creativity, she has written, has the power to release and heal old, false views of oneself; 
it is a process of saying “I,” an act of self-acceptance and self-affirmation. 
Stasinos (1984) credits both Erich Fromm and J.P. Guilford with the concept 
that creative people tend to exhibit a strong sense of self-acceptance and positive self- 
evaluative behavior. He found that presenting creative thinking activities to mentally 
disabled children in Greece increased their creativity and subjective self-esteem. Many 
art teachers and programs have found that creative self-expression raises self-esteem; 
Klein (1982) says that using art with children is about children having power, which is 
essential for developing self-competence and confidence, mastery, and self-esteem. 
Stone (1992) demonstrated an interrelatedness between creativity and a group of 
multicultural children’s sense of being and uniqueness — an affirmation of their 
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language and culture. Maloney (1992) found that coursework in creativity enhanced the 
self-esteem of teachers, who then implemented creativity in their classrooms, 
presumably to the benefit of their students’ self-esteem as well. A number of studies 
have looked at emphasizing “everyday creativity” and its effect on positive mental 
health. In one, a group of adult women who worked on creative sewing projects 
became less anxious, more playful, and less cautious. In another, a group of amateur 
jazz musicians, when compared with a control group of lab technicians, scored 
significantly higher in spontaneity, willingness to take risks, flexibility, and other 
related areas (Cropley, 1990). 
An individual with a positive sense of self-esteem is more likely to explore ideas 
that may conflict with her or his own views, while a person with a poor sense of self¬ 
esteem, being more insecure and defensive, is less likely to challenge her/his own ideas. 
The more secure one feels in oneself, the less threatened by and defensive they will feel 
when presented with views that may threaten valued ideas, and the more likely they will 
be to try and consider these opposing viewpoints (Eriksson, 1990). 
Without a good sense of self, it would be difficult to feel much sense of power 
or self-control, nor the ability to make any kind of change in one’s life or the world. 
But, with a heightened sense of self-esteem, it is more likely that one’s sense of internal 
power, or empowerment, will also rise, thereby increasing the sense that one is capable 
of making personal and/or social change. Carmines (1991) found that people who feel 
good about themselves and who think of themselves as competent are more willing and 
likely to become involved in political work. And, writing about women’s 
empowerment, Ferguson (1987) says that self-respect, an outgrowth of self-esteem, is 
necessary for political empowerment, for this sense of self-respect is the source of the 
strength and confidence that is needed to be able to challenge and transform an 
oppressive society. 
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Power 
Interestingly, an early meaning of the word “craft” was “power” (Lippard, 
1984). The expression of one’s creativity is both the expression of one’s inner power, 
and a way to reach and expand it. It may also mean a resistance to the power of 
domination. 
The predominant concept of power as it is commonly used in U.S. society is one 
of “power over”: a sense of being able to manipulate people and situations to get what 
one wants, and to impose one’s will on others; it is a system of domination, control, and 
hierarchy (Frost & Egri, 1990; Galbraith, 1983; Kreisberg, 1992; Macy, 1983; 
Starhawk, 1987, 1988). It is the struggle for this type of power that is at the core of our 
present political and social systems; those in charge, those exerting the most pressure, 
get their way (Atlee, 1991). These types of domination relationships require that there 
be winners and losers. It is this concept of “power over,” the relationship of 
domination, that creates and perpetuates powerlessness in all relationships (Kreisberg, 
1992). “When we feel powerless for any extended length of time, we tend to become 
more willing to accept parts of the world we would otherwise reject” (Lerner, 1986, 
p. 2). Lemer’s concept of “surplus powerlessness” -- when we see ourselves lacking the 
real power we actually do have -- is what prevents us from making intentional changes; 
we just don’t believe we can. Anger at the social system is then directed inwards, at 
ourselves. It is powerlessness that prevents most people from speaking out or taking 
action for change, from trying to address injustice in the world. 
In order for transformation and liberation to occur, there needs to be a rejection 
of the hierarchical domination system (Kreisberg, 1992) based on external power — 
“power-over” -- and a move towards what has been called “power-with,” or “power- 
from-within” (Ferguson, 1980; Kreisberg, 1992; Macy, 1983; Starhawk, 1987, 1988), 
an internal sense of power which could also be termed “empowerment.” This kind of 
“power-with” is power as effectiveness, as in “a powerful writer” (Kreisberg, 1992); the 
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kind of power that “we sense in a seed, in the growth of a child, the power we feel 
writing, weaving, working, creating, making choices” (Starhawk, 1988, p. 3). This 
concept of power is connected to a sense of competence and joy in one’s capabilities 
and a sense of connection with other people and with the environment. This is the kind 
of power that effects transformation (Macy, 1983). 
Locus of Control 
Concepts such as “power-with,” “power-from-within,” and “empowerment” are 
in large part subjective and self-perceived and therefore hard, if not impossible, to 
measure. Internal-external locus of control is one way to measure an individual’s self- 
perceived confidence in her or himself (Kneipp & Gadzella, 1990). It generally refers 
to the degree to which an individual attributes events to one’s own doing (internalitv) or 
to external forces (externality) (Houtz, Jambor, Cifone, & Lewis, 1989; Lefcourt, 1991; 
MacDonald, 1973; Tobacyk, 1992). High externality can be said to correlate to a higher 
sense of powerlessness (Lemer, 1986), while high internals would tend to have a greater 
sense of personal power, or empowerment, in their lives. 
Research indicates that self-esteem, creativity, and internal locus of control are 
closely correlated. Various studies on creativity and problem-solving skills have found 
personality characteristics such as independence, confidence, tolerance, and openness to 
be associated with creative individuals (Kneipp & Gadzella, 1990). Significant 
relationships between internal locus of control and creativity have been reported by 
Houtz, Denmark, Rosenfield, and Tetenbaum (1980); Rogers (1970); and Tardif and 
Sternberg (1988). Educational imagery (Richardson & Wylie, 1984) and creativity 
training exercises (Kneipp & Gadzella, 1990) have been used to strengthen both 
creativity levels and internality. Kneipp and Gadzella (1990) also found that, among 
undergraduate students in a psychology class, the more creative individuals tended to be 
oriented towards greater internal locus of control. They concluded: 
27 
[L]ess creative persons seem to produce less original thoughts and 
concepts because in judging their ideas, they not only use their own 
standards, but also what they perceive to be the standards of powerful 
others, thereby rejecting many original notions that might be useful. 
(p. 16) 
High externals, being more susceptible to others’ perceptions and judgments, 
more readily go along with the status quo and majority opinions, not questioning even 
what they might personally believe to be wrong or unjust. This is related to the concept 
of powerlessness, and would appear to extend to action - or inaction — as well. As 
Carmines (1991) found in his study of adolescent political involvement, both positive 
self-esteem and internal locus of control related positively to feelings and beliefs of 
political effectiveness, and translated into political action. “Control or power, after all, 
is the essence of politics” (Carmines, 1991, p. 83). 
Strickland (1989) found that students with a higher internal locus of control 
were more likely to commit themselves to social action activities, such as attending a 
civil rights rally. She also found that a group of Black student activists in the 1960s 
were significantly more internal regarding locus of control than Black students who 
were not as involved in the civil rights movement. She found that internal locus of 
control was “predictive of a commitment to social change” (p. 2) and was “related to 
decisive action, in situations of great personal risk, to effect social change” (p. 3). In a 
later study, she found that “internals were significantly more likely to endorse an 
evolutionary [non-violent] approach whereas externals affirmed revolutionary and 
violent actions” (p. 3). 
Strickland (1989) further relates intemality and action-taking to creativity. She 
describes a state of “mindfulness” at both cognitive and emotional levels, which 
involves flexibility in thinking and which can lead one to new ways of looking at things. 
This state of mindfulness “enables one to move from the unknown to the known and 
gives rise to feelings of control” (p. 6). These characteristics of mindfulness are also 
characteristics of creativity. 
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Internals ... hold many of the attributes that are related to creativity, 
such as autonomy, seeking out information that might lead to change, 
independence of judgment, a willingness to take reasonable risks, self- 
confidence, and a creative self-image. (Strickland, 1989, p. 7) 
We have seen a correlation between creativity and internal locus of control, and 
between internality and a willingness to take risks and engage in social action and 
transformation. Creativity training and/or the encouragement of creative expression 
could well contribute not only to personal empowerment and liberation, but might also 
enhance one’s ability to take part in social change activities. 
Creativity and Social Change 
The process of change is the creative process. Creativity is defined as a 
process whereby component parts ... interact and join, resulting in the 
emergence of a new order or pattern. Change is what occurs as the 
inside world of the individual attempts to adapt to, communicate with, 
cooperate with, or remain in harmony with the outside world. (O’Neill, 
1992, p. 17) 
Little has been written or researched which looks explicitly at the 
interconnections between creativity and social change. The role of creativity in social 
change places it in the realm of Rhodes’ (1961) “press,” and should be a part of 
Amabile’s (1983) social psychology of creativity, although neither has specifically 
addressed this aspect of social creativity. 
Definitions and theories of creativity have usually focused on the person. 
process, product, or, less often, press. Person refers to the particular traits and/or 
personality of the individual, including intellect, attitudes, values, and behavior. 
Process refers to the stages, such as preparation, incubation, illumination, and 
verification or evaluation (Isaksen, 1987; Weisberg, 1986), or the types of thinking an 
individual goes through when overcoming an obstacle, solving a problem, or creating a 
product. Product is the actual outcome — the new thought, idea, invention, design, or 
system, usually associated with originality and usefulness or value (Davis, 1992; 
Isaksen, 1987; Rhodes, 1961; Rothenberg, 1976). Press is the relationship between 
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individuals and the environment ~ the situation — and how that affects creativity 
(Rhodes, 1961), although this aspect is considered much less often than the other three. 
Most creativity research rarely looks at the whole picture and the 
interconnections between person, product, and process. While Rhodes recognized the 
effects of “certain kinds of forces playing upon certain kinds of individuals as they grow 
up and as they function,” including value systems and conditioning, and that “[e]ach 
person perceives his fsicl environment in a unique way” (p. 308), he nevertheless does 
not directly address these particular forces, value systems, and conditionings. Rather, 
he focuses on social conditions such as needs, opportunities, technical education, 
buying power, and the like as catalysts for the invention of new products and ideas. 
And, while he looked at the effect of the environment on creativity, he did not 
acknowledge the effect of creativity on the environment. 
Paralleling Rhodes’ (1961) creative press, Arieti (1976) wrote that some 
societies and cultures have enhanced creativity, while others have inhibited it. His 
“Creativogenic Society” is one which promotes creativity. 
A society based on fair and just laws, providing the best possible 
psychological and economic conditions for all citizens, seems to be a 
good milieu for creativity. It is a plausible assumption that a “good,” 
“healthy,” or “sane” society promotes creativity.... more people will 
strive toward creativity than in a society deprived of... freedoms. 
(Arieti, 1976, p. 313) 
Some of Arieti’s characteristics of a creative society, which are also 
characteristics of a socially just society, include availability of cultural means, openness 
to cultural stimuli, free access to cultural media for all citizens without discrimination, 
exposure to contrasting cultural stimuli, and tolerance for and interest in diverging 
views (pp. 313-325). “It is difficult to believe that if people are in dire danger, or 
hungry, or sick, or in a state of slavery, they are likely to write symphonies or poems” 
(Arieti, 1976, p. 313). If this is true, how do we explain the art, poetry, and symphonies 
that came out of the Concentration Camps during the Holocaust, or the spirituals 
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composed by Blacks in slavery, or any number of creative works springing from 
oppressive and repressive conditions? Here then lies another of the paradoxes of 
creativity. It may also be that, in the face of oppression, it is the expression of one’s 
creativity that is both liberating and that keeps one in touch with one’s own humanity. 
Amabile (1983) and Hill and Amabile (1993) have studied the social psychology 
of creativity, looking at social-environmental factors affecting creativity. Their research 
has predominantly studied the effects upon creativity of such educational and work 
environment factors as rewards, deadlines, motivation (intrinsic versus extrinsic), 
evaluation, surveillance, competition, climate, organization, interest, management, 
pressure, resources, encouragement, challenge, and the like. Amabile (1983) 
acknowledges family, societal, political, and cultural influences, and recommends that 
future research needs to study “global social environments.” While she notes that 
cultural bias and presupposition can facilitate or inhibit creativity — as does MacKinnon 
(1987) — neither writer directly addresses the effects that particular social issues, such 
as prejudice, bias, and discrimination, may have on one’s creativity. This is clearly an 
integral aspect of the social psychology of creativity, and needs to be fully addressed. 
Recent research coming out of the Center for Studies in Creativity at Buffalo 
State College (New York) has looked at the climate for creativity and change. Yet, this 
research has so far focused predominantly on such issues as motivation, behavior, 
environment (apparently not including social conditions such as oppression), and 
stimulants and obstacles to creativity. It has also predominantly looked at work and 
organizational climates (The Center for Studies in Creativity, 1995). 
Over twenty years ago, Maslow (1972) proposed a more holistic approach to 
creativity that considered the full development of the whole person. More recently, 
Gruber (1988) and Csikszentmihalyi (1988) have called for a more systems-oriented 
approach to creativity and creativity research which considers the individual’s 
developmental stages. To include the full picture of one’s personal developmental 
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history, we must also include and account for one’s social identities. Csikszentmihalyi 
asserts that, “We cannot study creativity by isolating individuals and their works from 
the social and historical milieu in which their actions are carried out” (p. 325). Raina 
(1993) too has called for a more holistic account of creativity; to do so, she writes, “it is 
necessary to determine the nature of wider social and political climate in different 
cultures that are most supportive of and conducive to creative expression” (p. 438). 
In addition to acknowledging the role of environment, including social 
environment, and its effects upon creativity, we also need to acknowledge the role of 
creativity and its impact on persons, culture, and the environment. For marginalized 
individuals and groups, creative self-expression has the potential for liberation: it is 
both empowering and affirming for the creator, as well as having political implications 
(Mills, Peterson, & Westerman, 1990). “Cultural work has been a significant part of the 
empowerment process in communities of color,” being both a shared community 
experience and a resistance to societal oppression (Mesa-Bains, 1990, p. 144). Art is 
used as empowerment and inspiration, an opportunity for the growth of self-awareness 
(Birch, 1990). 
Powell (1994) examined the role that creativity, specifically the writing process, 
has had on the lives of poor women in the housing projects of Chicopee, Massachusetts. 
As they began to find their voices and subsequently began to make the changes needed 
to move out of poverty and hopelessness, Powell observed that 
[T]his whole process of re-defining both creativity and the arts results 
not only in individuals’ discovering and using their creativity, but 
actually helps create a positive multicultural society, one in which 
diversity is prized and sought, not just tolerated.... [W]e may begin to 
define creativity as a force capable of transforming both individuals and 
social groups. (Powell, 1994, pp. 30-31) 
Perhaps the most critical change for these women was finding their long silenced 
voices. Similarly, for many disabled women and women in prisons, writing has become 
a tool “to find her way” (Robison, 1994), a breaking of silence, an act of personal 
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empowerment. As Erica Jong (1993) has written, “We [women] write to come into our 
own ... inventing ourselves as we go along” (p. 30). As Grace Paley has said of her 
role as a writer, “What we are doing is trying to create justice in this world” 
(McCarriston, 1993, p. 69). 
Paralleling Rhodes (1961), Amabile (1983), and others who look at the 
interaction of creativity and environment, Land (1973) and G. Leonard (1989) look at 
individual growth and transformation in its interaction and interrelationship with the 
environment, including the environment’s defensive attempts to resist change. Just as 
an organism will rally its defenses to fight off an invading cancer or even to reject a 
transplanted organ, so a social system will act on an instinct of self-preservation to 
defend itself against a perceived “invasion.” It’s a defense designed to protect the 
system, though it works equally well at fighting off any “invasionary” attempts at 
change which it perceives to challenge the status quo — even if that status quo is no 
longer effective and the proposed changes will make life better for the people and create 
a better system. It’s rather like having a large watchdog at the gate who attacks friends 
as well as intruders. G. Leonard refers to this tendency towards equilibrium, or 
resistance to change, as a “built-in homeostasis,” and says, “It’s a natural tendency of 
every self-regulating organism to remain in the same state” (p. 5). 
Most people and systems are afraid of change and transformation. We are afraid 
to take the risks that change demands. To make any sort of intentional change — 
personal or social -- one needs the confidence and feeling of empowerment that 1) 
transformation is possible and desirable, and 2) that one is capable of making, or at least 
of helping to make, that change. To do this, we need to confront our sense of 
powerlessness, our belief that things cannot change, by challenging those ideas that 
reinforce powerlessness (Lerner, 1986). Creativity can play a role here, as we can see 
in Maloney’s (1992) teachers who were empowered through their creativity training to 
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not only transform their classrooms, but to empower others, students and colleagues 
alike, to also make intentional changes. 
In looking at uses of creativity in effecting social change, we are speaking of 
transforming a system of oppression which, in its very nature, is both resistant to change 
and acts as an impediment to creativity: the oppressed do not trust their own voices. 
Paradoxically, that creative voice also has the power to break through the oppression, 
barriers, and resistance to change, as Powell (1992) asserts when she writes that 
creativity is inhibited by oppression, but that the expression of one’s creativity also has 
the power to break into that oppression. Indeed, sometimes it is the repressive or 
oppressive conditions themselves that act as the catalyst for creative acts: artists and 
writers have long responded to oppressive conditions through creative works. As 
Helson (1990) perceives it, transformation and creativity are “manifestations of 
power.” 
Social transformation can be seen in a framework of interrelated, interdependent 
systems (Tayko, 1988). Individual and social change must go hand in hand, although 
Piechowski (1993) writes that “individual change is the building block for world 
change” (p. 93). 
Nothing will be achieved unless there is a change in the systems of 
meaning and value on the part of those in power, and this can happen 
only if there is pressure from the grass-roots level, in everyday life. 
(de Lauwe, 1983, p. 359) 
Social and institutional change and transformation is a lengthy process, requiring 
transformations in consciousness, values, and perceptions (Capra, 1982; Ferguson, 
1980; Gil, 1991) — a paradigm shift on both individual and global levels. Such 
intentional changes in attitudes are far more difficult to make than changes in behavior. 
Piechowski (1993) describes the individual, inner transformation as a creative process - 
a process of creating a “new self,” an inner “paradigm shift.” “If we can assume that 
discovering a truth is a creative process, then discovering one’s true self must be one 
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too” (p. 89). He terms this “moral creativity”: “if we accept... that we create our own 
reality, and that all the ‘material’ can be found within the inner self, then we have come 
upon creativity in the ultimate sense” (p. 97). 
It takes courage to accept or embrace the unknown as it takes courage to change, 
and as it takes courage to create (May, 1976). In order both to transform and to create, 
flexibility, an open-mindedness for ambiguity, and a willingness to at least tolerate the 
possibility of the unknown is necessary (O’Neill, 1992). While creative people possess 
these traits, they are also less likely to accept prevalent views at face value. A number 
of studies have linked creativity, political attitudes, and action. 
Storr (1972) links creative people’s capacity for transformation with their 
openness to their own feelings and emotions, as well as to new ideas from others. In a 
study of a group of U.S. university scholars, Lipset (1982) found that those who were 
more creative and innovative were more likely to reject dominant views and the status 
quo, and to be more liberal and left-leaning politically. In another study linking 
creativity and social and political attitudes, Eisenman (1992) looked at Louisiana 
university students’ like or dislike of David Duke, a member of the Louisiana House of 
Representatives and 1992 candidate for Louisiana Governor, and a former head of the 
Ku Klux Klan and a former Nazi party sympathizer. Eisenman found that a liking for 
Duke was associated with a preference for simplicity, indicating low creativity, 
implying that people with higher levels of creativity would not support such a 
candidate. 
Creativity training and creative thinking techniques can have a positive effect on 
people’s attitudes towards social and political issues. In a program designed to train 
teachers to foster creativity, teacher attitudes towards the importance of both creativity 
and accommodating diversity in the classroom were increased (Murray, 1992). Another 
study found that training in and use of metaphorical thinking increased participants’ 
creativity, particularly in creative problem-solving, and decreased their level of 
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dogmatism (Necka & Kubiak, 1989). Creativity training can increase tolerance, 
openness to new experiences, and willingness to take risks (Sternberg, 1988), 
counteracting dogmatic, rigid, and stereotypical thinking that is a barrier to innovation 
and transformation, particularly where social issues are concerned. For example, 
problem-solving exercises were used as part of a training program designed to sensitize 
student leaders on issues of racism, sexism, homophobia, and anti-Semitism (Iasenza, 
1990), and was among other strategies that were used in training with a group of 
undergraduate college students, resulting in reduced homophobia and increased self¬ 
esteem (Wells, 1991). 
On a national level, Daphna Oyserman (1992) has incorporated some elements 
of creativity in an action research project in Israel. Oyserman used role plays, 
psychodrama, and problem-solving techniques with groups of police and social workers 
to increase tolerance towards diversity. Among other outcomes, participants were more 
likely to perceive criticism as part of being a good citizen, less likely to approve of the 
outlawing or wiretapping of telephones of “disliked groups,” and less likely to endorse 
“curtailment of democracy.” 
Perhaps most dramatic is the work of the African Creativity Foundation, 
reported by Kobus Neidling (1992). The Foundation presented a series of Creativity 
Training Programs , including Creative Problem Solving and visualization techniques, 
to groups of politicians, police, and educators in South Africa. Those police trained in 
the techniques became better able to deal with conflict, and incidents of police violence 
decreased. One of the participants in these trainings was F. W. De Klerk, shortly before 
he became President in 1990 and began instituting the massive and unprecedented 
transformations in South Africa that have led to the dismantling of the apartheid system. 
Neidling credits the Creativity Training, at least in part, with playing a role in these 
attitude changes, both in the ability to perceive the needed transformation and the means 
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for their implementation and, as importantly, in the willingness to take the risks that 
these changes would demand. 
Capra (1982) says that society’s ability to respond to challenges is in its 
creativity, and that it is society’s “creative minorities” who “will appear on the scene 
and carry on the process of challenge-and-response ... [and] may be able to transform 
some of the old elements into a new configuration” (Capra, 1982, pp. 28-29). This 
“new configuration” is the vision from which transformation must start: the vision of 
what it is we are hoping to transform into, and not merely what we are striving to 
change away from. The process of social change and transformation will be enhanced if 
we can begin to live our visions for the future, in the here and now (Morrow & 
Hawxhurst, 1988). “You must have a positive alternative, a vision of a better future that 
can motivate people to sacrifice their time and energy towards its realization” (L. 
Alcoff, in Brady, 1993). 
When we expand our awareness to include future possibilities we are 
moving beyond “what is” to explore “what might be.” Our awareness 
shifts from facts and first impressions to multiple viewpoints, ideas and 
options. (Goff & Torrance, 1991, p. 300) 
Having such an idea of “what might be” is critical to transformation in at least 
two ways: 1) having a clear picture of what change/transformation will bring and what 
its impacts will be can serve to allay some of the fears of and resistance to change, and 
2) having a vision makes it more possible to work towards it, as being able to imagine 
something is the first stage in being able to implement it. Here again, creativity can 
play a critical role, as this type of visioning requires both rational/analytic and 
intuitive/holistic processes; in short, future vision requires a creative approach to 
transformation, a leap of imagination. A holistic world view is necessary to see where 
and how one’s future vision will fit into and impact other systems (Manasse, 1986). 
Creativity, then, helps in breaking down rigid and inflexible thinking, enhancing our 
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courage and willingness to take risks, and giving us the tools with which to both create 
and live these transformative visions. 
Creative Tools for Transformation 
Creativity speaks to us in the language of emotions and, as Goldstein (1981) has 
written, it is emotions that supply the “motive power” for change. “Art is special 
because of its ability to influence feelings as well as knowledge” (Angela Y. Davis, in 
Gibson-Hudson, 1991, p.79). 
Creative acts and works - the products of creativity — have been used in a 
variety of ways as messengers and instigators of intentional social change. They have 
the power to reach out, to speak to us, and to touch us in deep and meaningful ways; 
they raise people’s awareness, present alternative visions for change/transformation, and 
even incite revolution, having an effect on both individuals and on society. Creativity, 
in the form of specific creative thinking and problem-solving techniques and skills - the 
process of creativity -- can be applied in strategizing for transformation and in creating 
alternative visions. The adoption of a more creative outlook or world view, one which 
is holistic and non-dualistic, can open individuals and groups to viewing problems and 
social issues in the “big picture,” leading to more satisfactory and workable solutions. 
In addition, both creative products and processes play a role in the personal 
empowerment and transformation of the creators themselves. 
There are numerous creative processes and techniques which can be used and 
applied to visioning and implementing intentional change. These include Creative 
Problem-Solving (CPS), brainstorming, forced relationships, attribute listing, checklists, 
analogy and metaphor (discussion and descriptions of these techniques can be found in 
Davis, 1992; Parnes, 1992c; Shallcross, 1985). Intuition is an “inner way of knowing” 
(Shallcross & Sisk, 1989), and imagery is “the language of the imagination, the 
emotions, and of the deeper self’ (Goff & Torrance, 1991, p. 297) -- recall Goldstein’s 
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(1981) assertion that emotions provide motivation for transformation - and, like 
visualization, creates an idea, image or picture in the “mind’s eye” (Achterberg, 1985; 
Farr, 1990; Gawain, 1985; Goff & Torrance, 1991). These techniques can be used 
individually or with groups, such as with “Group Mental Imagery” or “Group Imaging 
for Action” (Schwab & D’Zamko, 1988). “Scenarized utopias” are a type of creative 
imaging in which one starts with some image of the future and constructs scenarios 
which are “plausible descendants of the present” (Mannermaa, 1991. p. 355). 
Sociodrama (Torrance, 1992) brings the image into action. Parnes’ (1987, 1988, 1992a) 
concept of Visionizing is the vision (or dream) plus the actualizing necessary to turn 
that dream into reality- Focusing on goals and objectives, wishes and desires, 
Visionizing combines non-verbal techniques such as imagery and intuition with the 
more verbal Creative Problem-Solving method. 
A number of programs have successfully used creativity processes in addressing 
social problems and issues. The Future Problem Solving Program (Flack, 1991) and its 
Primary Division (Chapman, 1991), The Future Problem Solving Scenario Writing 
Program (Shewach, 1991), and Creative Response (Effros & Holland, 1992) all work 
with students to create visions of the future, using creative problem solving, creative 
writing, and theater, respectively. Additionally, these programs create young people 
who feel good about the process and themselves, and who feel empowered to be 
change-makers in their lives and in the world. 
In schools, art activities, theater, storytelling, and creating games have been used 
with nursery and primary grade students as part of their study of ecology and 
environmental issues, and as a means to overcoming barriers to change (Cole, 1992; 
Schulz, 1990; Surbeck & Glover, 1992). Such approaches to social issues fostered a 
sense of pride in their works and empowered the children with the knowledge that they 
could have a voice and do something about problems. In the case of the “ecology 
games” reported by Surbeck and Glover (1992), there was also an immediate and 
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tangible effect: trash at home and school was decreased and the use of recyclable items 
was increased. The children’s interest in ecology and the environment continued long 
after the games were completed. One student, Libby, summarized her experience in 
these words: “When I was done, I felt like the best kid in the world” (p. 281). 
[T]he richest opportunities for learning occurred because the content was 
incorporated into the process of inventing.... When children have this 
kind of confidence in their ability to create, solve problems and negotiate 
with other people, it prepares them for life in the present -- as well as the 
future. (Surbeck & Glover, 1992, p. 281) 
Creativity also encompasses ways of thinking and viewing the world that are 
outside the realm of “accepted” or traditional thought; these tend to be more “right 
brain” perspectives on life. These forms of thinking and world viewing are necessary 
for both the creative act and transformation to occur. “Holistic thinking” is a non- 
dualistic, non-linear way of thinking and viewing reality that uses both sides of the 
brain, both the intuitive right-hemisphere and the more analytical left (Buzan, 1991; 
Edwards, 1989; Klauser, 1987; Rico, 1983; Springer & Deutsch, 1985; Williams, 1983). 
It is a thinking style that doesn’t break everything down into an “either-or” dichotomy, 
and which challenges the dualistic, mechanistic world view prevalent today. Norris 
(1990) says that this holistic thought process is important because it enables one to 
recognize the difference between what is and what should be (Goff & Torrance’s (1991) 
“what might be”), to visualize “new pathways,” to design ways of implementing 
visions, and to persuade others to join them in making these dreams a reality (creative 
people are said to have an impact on the people around them) (Tardif & Sternberg, 
1988). It’s appropriate to reiterate that this “whole-brain knowing” is more than just a 
combination of the “right” and “left” modes of thinking; it creates an entirely new and 
different way of thinking and viewing the world (Ferguson, 1980). 
As noted, there is also a positive effect of the creative process and visions for 
change upon the participant and/or observer. The person using CPS or imagery to 
envision a solution to a problem, the audience member watching a play with a political 
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theme, the gallery patron viewing an exhibit are all touched and influenced in some 
way. When given the option, young people, who otherwise may be spending their time 
on the streets or involved with drugs, gangs, and crime, have shown clear preferences 
for taking part in creative endeavors, such as theater and music (“Music Advancement 
Program at Julliard,” 1994; “Red Moon Theater Company,” 1994; “Robert Taylor 
Apartments,” 1994). In such activities, young people experience mutual support and 
acceptance, and report feeling good about both the work and themselves; these are 
places where gang members can forget their differences, and a place where young 
people can start to believe in themselves. Participation in school drama programs and 
improvisation drama techniques have shown increases in tolerance, self-esteem, and 
self-awareness, as well as improvements in attitudes towards others, interpersonal 
interactions, and an increased ability to empathize with other children (Beales & Zemel, 
1990; Saltz, Dixon, & Johnson, 1977). As Maxine Klein (1984) writes, “Art is a 
powerful medium, empowering both its creators and the chosen subjects” (p. 170). 
The dream, or vision, often takes form in the product, whether as ideas, 
solutions, plans, or works of art. Beck (1986) writes of the imagination as the “survival 
kit of the brain” and of the work of the artist as the “creation of solutions thru [sic] the 
exercise of the imagination.” Our thoughts, feelings, and beliefs are formed not only by 
our families, teachers, and other role models, but by artists as well. “Art affects the 
lives of individuals living in society and society determines the possible content and 
function of art” (Baynes, 1975). Art and culture are both an influence upon and a 
reflection of society and its ideas; it can either perpetuate societal values, stereotypes, 
biases, and assumptions, or provide a voice for confronting, criticizing, protesting, and 
transforming them (Harvey, 1994; Lippard, 1984). Art makes us think and feel in 
unexpected ways, and to focus on real life differently (Lippard, 1984); it provide[s] 
unique moments of reflection and communication that lie outside the scope of other 
forms of political discourse” (O’Brien, 1990, p. 11). Art satisfies human needs; it 
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sensitizes us. A work of art, a piece of music, a selection of literature, a dance 
performance, or a scene from a play all speak to us in the language of emotions and, as 
we will recall, it is from the emotional sphere - and our openness to these feelings - 
that change and transformation take place (Goldstein, 1981; Storr, 1972). Writer and 
performance artist DeeAnne Davis echoes this when she says: 
[A]rt allows us to really understand our own stories.... Art allows 
access to rage and other feelings as well as a vision of new possibilities. 
To empower a community, they must come to understand what their 
oppression is -- art can do that. In my work, theater always provides a 
new way into an issue, a creative way to grapple with complexity. 
(Williams, 1993, p. 16) 
Much art, theater, and literature has its roots in the peasantry, in working 
people’s lives and realities (Boal, 1979; Thiong’o, 1986); the novel, for example, started 
as a low-class form, “fit only for serving maids” (Jong, 1993, p. 29). Popular music 
“has drawn its essential appeal from a rebel voice” (Carter, 1992, p. 69), and has its 
origins, in part, in the working class. Appropriated by the ruling classes, art has become 
a commodity which has been used to perpetuate the values of the status quo and to 
exclude the masses. Theater, Boal (1979) writes, is “a weapon”: the ruling classes have 
tried to use it as a tool for domination, but it can also be a weapon for liberation. The 
same could be said for all artistic and creative works. 
We are now in a time of cultural transformation, as art is being re-claimed and 
returned to the people. Art once more begins to fulfill its role as a conveyor of feelings 
and a carrier of values and culture - all values, and not just some chosen few. Art can 
be “an act of liberation,” the power of imagination and an extension of life. The artist 
may be a visionary (Escobar, 1990) or an educator whose role is to enlighten (O’Brien 
& Little, 1990), or both. 
Willie Birch (1990), an African-American visual artist, writes. 
My work is rooted in the notion that art can provoke change. I do not 
believe that my art — or any art -- can eliminate racism, apartheid, drugs, 
sexism, AIDS, or nuclear war. But when experienced, art can raise the 
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people’s consciousness, which is the first step in achieving social change. 
(Birch, 1990, p. 137) 
The power of the arts to influence social transformation has long been evidenced 
in the political and social struggles of many countries where art and life were often 
integrated and not separated. The visual arts, poetry, music and song, stories, literature, 
theater, painted murals, and/or film have played vital roles in the revolutionary 
movements for social change in Cuba, Chile, Argentina, South Africa, Czechoslovakia, 
Nicaragua, El Salvador, Guatemala, China, Australia, and Eastern Europe, among 
others (Beverley & Zimmerman, 1990; Garofalo, 1992; Klima, 1990; “Liberation 
Through Art,” 1992; Lippard, 1984; O’Brien, 1990). In the United States, the arts also 
have a rich tradition, heightened in recent years, of being a voice for social protest. 
Literature, including utopian novels and science fiction; theater, both “mainstream” and 
“alternative,” as well as mime, street theater, and puppetry; visual arts, including fabric 
art, mural painting, political posters, cartoons, and photographs; music, including rock, 
punk, the “beat poets” of the 1960s, rap, spirituals, and folk; and film continue to be 
used to address a variety of social issues, including racism/apartheid, war (particularly 
the Vietnam War), militarization and disarmament, imperialism, sexism, feminism, 
disabilities, sexual orientation, labor issues, animal rights, the environment, violence, 
runaways and missing children, gangs, the media, multiculturalism, refugees, AIDS, 
artistic freedom, homelessness, hunger, prosperity and poverty, drug and alcohol abuse, 
and marginalization, among others (Becker, 1994; Chavez, 1993; Lippard, 1984; 
O’Brien & Little, 1990). 
Summary 
Not only could the use of creativity in social change efforts be valuable, it may 
be absolutely vital. As noted earlier in Chapter I, Carl Rogers (1970) has commented 
about the passive and the “culture-bound” not being able to cope with the increasing 
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numbers of social issues and problems facing us. He has also said that there was a 
“desperate social need” for creative behavior and creative individuals, that many of the 
problems of society could be traced to a lack of creativity, and that, 
[Genuinely creative adaptation seems to represent the only possibility 
that man f sic! can keep abreast of the kaleidoscopic change in his world. 
... Not only individual maladjustment and group tensions but 
international annihilation will be the price we pay for a lack of creativity. 
(Rogers, 1970) 
Torrance (1970) also felt that not only our future, but our very survival, depended on 
“the quality of the creative imagination of our next generation.... Democracies 
collapse only when they fail to use intelligent, imaginative methods for solving their 
problems.” More recently, Yau (1991) wrote, “In our world where chaos and 
tumultuous changes are the order of the day, creativity becomes the lifeline for our very 
survival” (p. 160). 
These are strong warnings indeed, and while others have echoed the call for 
increased development of creativity (Amabile & Tighe, 1993; Hudson, 1970; Pames, 
1970; Rhodes, 1961), with our social issues and problems having multiplied, Rogers’ 
call for creative action is just as imperative today as it was in 1954. However, even 
with the resurgent interest in “creative” and “innovative” ideas, the enhancement of 
creative behavior and individuals, particularly as it applies to social change work, 
receives little more attention today than it did then. 
In addition, although there is an increasing literature both on the value of 
teaching creativity techniques, and on the specifics of creativity training programs 
(Amabile, 1983; Feldhusen, 1993; Gardner, 1985; Parnes, 1992c; Torrance, 1970; 
Treffinger, 1993), little focuses on the teaching and learning of creativity from the 
perspective of the learner or student. In thinking about facilitating creativity for the 
purposes of empowerment, increased intemality, and change-making, it is crucial that 
we learn from the learners themselves what is useful, and what works for them. As 
Amabile (1983) has found, teachers who believe in the importance of student autonomy 
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are more likely to encourage creativity and empowerment in their students. A student- 
centered approach to creativity training is in the true spirit of creativity itself, in the best 
traditions of student-centered pedagogies such as Freire’s dialogical and liberatory 
teaching pedagogy (Freire, 1970, 1973; Shor, 1987; Shor & Freire, 1987), feminist 
pedagogy’s empowering, interactive teaching/learning approach (Brady, 1993; Brown, 
1992; Giroux, 1989; Schniedewind, 1987; Shackelford, 1992), Emancipatory Pedagogy 
(Gil, 1991), and Holistic Teaching (Garton, 1984; Rhodes, 1988), which takes the whole 
person into account in teaching and learning. 
Much of the contemporary surge of interest in creativity has been channeled into 
technical pursuits, into “advances” and “innovations” (May, 1976). This focus on a 
rather mechanistic perspective has unfortunately detracted from the many other values 
of creativity. This study was undertaken in the hopes of broadening our perspectives of 
what creativity is and how it can be used not only for invention and innovation, but also 
for envisioning and creating transformation, particularly concerning social issues. 
Creativity involves a “whole picture” view of issues and the world. It includes 
synthesizing diverse information and developing insights: 
[L]earning to look at things differently, learning to trust the intuitive side 
of the brain and grow less reliant on logic and precision.... [It involves] 
changing the rules or assumptions in a situation.... [and] learning to 
trust the process and the insights that come out of the process. (Manasse, 
1986, p.168) 
Creativity means facing an unknown; it is taking a risk. Making intentional 
change in one’s life or in the world is also facing the unknown. It takes great courage to 
confront that unknown. 
May (1976) writes of social, moral, and creative courage; courage to right 
wrongs, to discover new symbols on which a new society can be built. By encouraging 
creative expression and nurturing creative thinking styles, imagery, intuition, and a 
more whole-brained world view that doesn’t break everything down into “us-them 
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categories, we can lessen the fear of change, give ourselves this courage, and pave the 
way for more creative, original, and truly different visions of transformation. 
Along with the increased sense of self-esteem and personal empowerment that 
can grow from this nurturing and nourishing of our creative selves, will come the 
confidence and the courage to speak the vision, and to make it real. For, “Once 
dreamed, the fantasy needs to be articulated. Once articulated, it must be rallied around 
by others enlisted to promote its realization” (AtKisson, 1991, p. 58). This role of the 
visionary, AtKisson says, is one of the riskiest we can take, and yet, it is also one of the 
most critically important and rewarding things we can do - for ourselves, and for our 
world. 
In this chapter, I have reviewed some of the theories and definitions of 
creativity; the correlations and connections between creativity, positive self-esteem, 
internal locus of control, and action for transformation. There are still questions 
regarding the direct connections between creativity and action for change. As a 
beginning to responding to these questions, this research seeks to draw some answers 
and perspectives directly from a group of college students who were actively engaged in 
creative change work and visioning during a semester-long course in Creativity and 
Change. 
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CHAPTER III 
DESIGN AND METHODOLOGY 
Introduction 
As is the case in qualitative research, this study places value on and emphasizes 
participant perspective, is designed to discover those perspectives, acknowledges the 
interaction between researcher and participants and that the researcher is the key 
instrument, and is descriptive in nature, comprised of and relying oh the words of 
participants as the primary data (Bogdan & Biklen, 1992; Marshall & Rossman, 1989; 
Miles & Huberman, 1994). The goal of qualitative research is to understand the 
participants from their own point of view, and it is concerned with process rather than 
simply with outcomes or products (Bogdan & Biklen, 1992). Other characteristics of 
qualitative research include inherent flexibility; an emphasis on people’s “lived 
experience”; its focus on connecting participants’ perceptions, assumptions, 
prejudgments, and presuppositions to the social world around them; its attempt to 
analyze the ways people understand and take action in their own daily situations; and 
the goal of gaining a systemic or “holistic” overview (Miles & Huberman, 1994). 
These characteristics, in fact, mirror many of the characteristics of the very subject 
under investigation: creativity and change/transformation. 
In this chapter, the approaches to qualitative research that have influenced this 
study will be discussed. Since the course design was an integral part of the research 
design, both of these will be described. This chapter also includes a discussion of the 
participants, data collection, the interview process, data analysis, and trustworthiness, as 
well as addressing limitations, assumptions, bias, and my role as a researcher. 
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Overall Design of the Study 
This research design was influenced by and draws from various approaches to 
qualitative research. The phenomenological approach attempts to understand “the 
meaning of events and interactions to ordinary people in particular situations” (Bogdan 
& Biklen, 1992, p. 34), and emphasizes the subjectivity of individual behavior. 
Ethnomethodology “refers to the study of how individuals create and understand their 
daily lives,” and looks at “common-sense” understandings (Bogdan & Biklen, 1992, 
p. 40). Ethnography often involves extended contact and a focus on individual 
perspectives and interpretations. Ethnographic methods are descriptive, often using 
multiple sources of data (Miles & Huberman, 1994); in this case, student/participant 
writings and interviews and instructor/researcher observations of classroom interactions 
were utilized. Hunsaker (1992), in supporting an ethnographic perspective on creativity 
research, writes that “concern for context could prove valuable in studying creativity.” 
Further, he writes that the ethnographer must not ask “What do I see these people 
doing?” but, rather “What do these people see themselves doing?” (p. 235). 
“Ethnographic research focusing on both culture and creativity can effectively increase 
understanding of human difficulties and the resources available to confront them” 
(p. 240). 
Ethnography, however, usually starts from the “outside.” In the case of this 
research, in which I was in the dual role of researcher and course instructor, the research 
was both “inside” and “outside,” an attempt to merge practice and research, both 
characteristics of teacher research. 
[Knowledge for teaching is “inside/outside,” a juxtaposition intended to 
call attention to teachers as knowers and to the complex and distinctly 
nonlinear relationships of knowledge and teaching as they are embedded 
in the contexts and the relations of power that structure the daily work of 
teachers and learners in both the school and the university.... 
legitimating the knowledge that comes from practitioners’ research on 
their own practice -- whether in schools or universities — is a critical 
dimension of change in both cultures. (Cochran-Smith & Lytle, 1993, p. 
xi) 
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“[Tjeacher research is a form of social change” (Cochran-Smith & Lytle, 1993, 
p. xiv), which can support a more critical and democratic pedagogy. Like teacher 
research, action research and participatory research are also change-oriented approaches 
to research, and have also influenced the design of this study, particularly in the design 
of the course and the students’ final Creative Change Group Projects. 
Like teacher research, action research merges theory and practice, involving the 
development of both practical and scientific knowledge; it is a collaboration between 
researcher and practitioner. Its goals include the solving of social problems, in a 
context in which those who are taking this action are also participating in the research 
process (Ketterer, Price, & Politser, 1980). 
Participatory research combines social investigation, education, and action, and 
emphasizes the value of “useful knowledge” (Brown & Tandon, 1983). Its objective is 
the liberation of human creative potential and the mobilization of human resources, and 
the process should be beneficial to the participants. 
Participatory research supports and contributes to the efforts of 
individuals, groups and movements which challenge social inequality 
and work to eliminate exploitation. It strives to play a liberating role in 
the learning process by promoting the development of a critical 
understanding of social problems, their structural causes and possibilities 
for overcoming them. (“Participatory Research,” 1982, p. 1) 
Like teacher research and action research, feminist research connects research 
with social action; it recognizes the role of the subjective, and the assumption that 
research cannot be neutral. It also notes the male dominance in most research, and that 
both research and social processes are influenced and affected by gender and class 
divisions (Roberts, 1990; Spender, 1990). This perspective was important in 
conducting this study, as the male bias in creativity research has been noted in the 
Review of Literature in Chapter II. As feminist research recognizes, it is acknowledged 
in this study that the gender identity, as well as other social identities, of myself as the 
researcher played a part in both the design, implementation, analysis, and interpretation 
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of the study. The study attempted to minimize and limit the effects of a hierarchical 
relationship between researcher and participants, and to take into consideration the 
social identities of participants. Language and information, both in the course, the 
interviews, and in the writing up of the study, have been made as accessible as possible, 
and I have striven to avoid sexist, racist, ableist, or other biased terms. The influence of 
feminist research is also noticeable in how I approached the interviewing process; this is 
further discussed in the section below on Interviews, in this chapter. 
Since the purpose of this study was to begin to understand how a group of 
college students perceived of themselves as creators and changers, and what types of 
creative expressions and techniques they found useful in intentional change efforts, it 
was imperative that this research emphasize the perspective of these student/ 
participants. Much research on creativity classes and training courses and their 
effectiveness has focused either on results, in the form of measurably creative products, 
or increases in participants’ creativity/creative thinking ability (Rose & Lin, 1992). 
These are usually measured using statistical methods and/or formal assessment tools; 
the Creative Product Semantic Scale has recently been designed to evaluate the 
creativity of products (Besemer & O’Quin, 1993), while the most widely used and most 
researched instrument for measuring individual creative traits is the Torrance Tests of 
Creative Thinking (Torrance & Goff, 1992). Other tests measuring mental ability, 
problem-solving, job performance, achievement, and personality traits are also used to 
assess levels of individual creativity (Parnes, 1992). 
Though Treffinger (1993) and others encourage a variety of creativity research 
and methods, most studies still focus on external assessment as a measurement tool, and 
have measured creativity based on the perspective of an outsider: the researcher, the 
instructor/trainer, or the designer/user of the measurement instrument. Little has been 
done to analyze creativity as it is perceived by students themselves — those who are 
actually learning and using the techniques being taught. Using a qualitative approach as 
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outlined here, the student/participant perspective is highlighted in this study. As David 
(1994) asserted in her study, it is the process, the meanings participants make of their 
lives, rather than any outcome or product, that is important in this type of research. 
Research Design 
The study was conducted during the Fall 1994 semester at the University of 
Massachusetts Amherst. Participants in the study were students who were enrolled in a 
semester-long, three-credit undergraduate course in the School of Education, designed 
and taught by myself, the researcher, and entitled Creativity and Change. The course 
design was an integral part of the research design, and so will be described in more 
detail below. The course syllabus and assignments can be found in Appendices B, C, D, 
and E. 
Landis-Schiff (1992) has previously been successful with this type of study, 
using students enrolled in a researcher designed and taught course. This type of design 
is similar in some ways to a volunteer sample; much research utilizes volunteers in 
general, and college students in particular (Landis-Schiff, 1992; Rosenthal & Rosnow, 
1975). 
The study was designed to discover student/participants’ perspectives by 
focusing on their works and words, both in the class itself and in the interviews 
conducted after the course was completed. I looked at students’ process as they 
completed the work for the course, their perceptions and perspectives of themselves as 
creators and as persons capable of effecting intentional change, as well as how they 
interpreted the connections between creativity and change/transformation. These 
perceptions were examined before, during, and after the course and, in the case of six 
students, one semester after the course had ended. This was accomplished using 
students’ class papers and assignments, observations, and tape-recorded interviews. 
Also included were two brief written questionnaires, a Survey (Appendix F) and an 
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informal Locus of Control instrument (Appendix G); these were completed at the 
beginning of the course and revised at the end. These are all discussed in more detail in 
the section on Data Collection, later in this chapter. 
Course Design 
The course was designed to actively model some of the elements of creativity 
itself, such as experiential learning, communication, trust, risk-taking, personal 
discovery, self-esteem, and intrinsic motivation (Maloney, 1992). Every attempt was 
made to establish an open and non-judgmental environment that enabled student/ 
participants both to explore their own creativity, and to express their honest thoughts 
and feelings about the subjects without fear of retribution in the form of an 
unsatisfactory grade in the course; the course was taken by all as mandatory pass/fail. 
Guidelines were established by the entire group the first week of class to set this tone of 
trust and respect. These guidelines included: mutual respect, no judging, there’s no 
“right/wrong” or “good/bad,” speak honestly, and sensitivity. Enrollment in the course 
was limited to ensure optimum opportunity for all to participate in class discussions and 
activities, as well as to allow for maximum student—instructor interaction. 
The course emphasized a “hands-on” approach to learning which included 
individual process, interactive group work and learning, communication, theoretical 
material, and action strategies. This was a highly experiential course, in which students 
had the opportunity to individually explore and enhance their own creativity, take risks, 
find ways of using creativity to envision and create both personal and social change, and 
incorporate these learnings and behaviors into a final Creative Change Group Proiect 
that focused on developing creative transformational strategies around a particular 
social issue. The creativity-related goals and content for the course were similar to 
those in many college-level creativity courses (Baloche, Montgomery, Bull, & Salyer, 
1992; Montgomery, Bull, & Baloche, 1992), while the creativity/change-related goals 
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and content were unique to this course, as far as I know. The stated goals for the course 
were: 
• Explore your own creativity and yourself as a creative person 
• Learn and practice a variety of creativity approaches and techniques 
• Explore connections between creativity/creative expression and change 
• Study applications of creativity and change, especially as it relates to issues 
of social oppression, diversity, and social justice 
For more information, the entire syllabus can be found in Appendix B. Aside from 
discussing and filling out the consent forms and Survey and Locus of Control 
questionnaires during the first, second, and last class meetings, and arranging times for 
the interviews at the end of the semester, there was little, if any, further focus on the 
instructor’s research; the class proceeded as a normal three-credit undergraduate 
elective course. 
During the first half of the course, student/participants were involved in a 
personal-growth, self-reflective project in which they chose an area of creativity such as 
drawing or writing on which they wanted to work. Using a book suggested by the 
instructor/researcher or another of their choosing that was approved by the instructor, 
students involved themselves in an independent, self-paced and self-motivated project 
in which they took themselves through a series of lessons and activities designed to 
enhance creativity and “whole-brain” thinking in their chosen area (the assignment as it 
was given to students, Mid-Semester Creativity Project, including suggested book titles, 
is in Appendix D). During this time, students were also learning and practicing a 
variety of creativity techniques and tools presented in class by the instructor. These 
included discussing the research on and concepts of brain hemisphericity (the different 
thinking and learning commonly ascribed to the right and left hemispheres of the brain), 
overcoming blocks and barriers to creativity, creative problem-solving, brainstorming, 
humor, intuition, visualization, and imagery. Additionally, each student was asked to 
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share and present to the rest of the class either a creative work or a creativity technique 
that they had created, learned, or practiced elsewhere. In this way, almost every week, 
everyone had the opportunity to share, teach, and learn something from nearly everyone 
else in the class. These student presentations included displays of their work, the 
reading of their writing, and demonstrations of and participation in creativity 
techniques. These creative products and processes encompassed photography, writing a 
poem from a nature object, several other approaches to poetry including a Bangladeshi 
poetry writing process, graphic design drawing, creative writing, non-dominant hand 
writing, freewriting, water color paintings, visualization, and persuasive writing. 
In the second half of the course, class discussion shifted to focus on concepts of 
empowerment and transformation, social issues, and connections between creativity and 
change/transformation. At this time, student/participants chose several social issues on 
which they wanted to work. They were assigned to groups of two to four students each, 
based on their expressed interest areas, and given the task to creatively plan and present 
a project designed to help create transformation in their chosen social problem (the 
description of this Creative Change Group Project is in Appendix E). 
Regular readings were assigned throughout the semester. During the first half of 
the semester, in addition to students’ individual reading and work for their mid-semester 
creativity projects, readings were taken from Creativity is Forever, by Gary Davis 
(1992), and focused on creative theory, definitions, process, techniques, tools, barriers, 
and the like. During the second half of the semester, readings were taken from 
Reimaging America: The Arts of Social Change, edited by Mark O’Brien and Craig 
Little (1990); these readings focused on various uses of the creative voice in raising 
awareness of and bringing attention and action to social issues and social change work. 
Other work and assignments during the semester included keeping a journal, and two 
mini-projects. The first was a Risk Proiect, which was designed to encourage risk¬ 
taking behavior and encourage reflection on one’s barriers to taking risks. The second 
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assignment was an Arts for Change Project, in which students were asked to view a 
creative production or product, such as a play, art exhibit, or video, which was created 
to convey a message about a social issue and/or present an alternative vision of 
transformation in a particular social arena. Both of these “Mini-Project Guidelines” are 
in Appendix C. In addition, several smaller assignments were given to encourage 
creative expression and thinking, and to help students explore and understand their own 
blocks and barriers to creativity. 
Students were asked to keep an on-going “process journal” throughout the 
semester, in which they were to record observations on their own process of learning, 
using, and expressing their creativity. Since journals in general, as well as the particular 
processes in which students were engaged, tend to be personal, I was very aware of the 
issues involved in requiring students to hand in these journals. I did not want self- 
revelation, or the fear of it, to inhibit student writing and self-exploration; nor did I want 
to put undue stress on the expectation of a mandatory journal. Keeping in mind 
Swartzlander, Pace, and Stamler’s (1993) cautions about the ethics of required personal 
writing, in order to support students in writing these journals for themselves and not for 
the instructor or the research project, and to enable students to feel comfortable in 
writing personal thoughts and feelings, they were given the option of sharing all, part(s), 
or none of the journal with the instructor/researcher. As it turned out, very few of the 
students chose to share their journal entries with the instructor. 
The Participants 
There were a total of eighteen individuals who completed the course and 
participated in the study in one way or another. By the nature of the course and the fact 
that it was an elective, these students were self-selected; many of them already had 
some prior or current interest in the subject matter. As the instructor/researcher, I had 
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no control over who enrolled in the course or over which students chose to participate in 
the study. 
Students were informed at the first class meeting that the course was to be part 
of the instructor’s dissertation research on creativity and change/transformation, and 
what that would entail. They were given the choice whether to participate in the study 
or not, to what extent they would like to participate, and which class work and 
assignments they would be willing to have included in the study. During the second 
class meeting, students who agreed to participate were asked to sign a voluntary consent 
form (see “Consent for Voluntary Participation,” Appendix A). All but one student 
present in class during that second week signed the consent; the one student who chose 
not to sign at the beginning of the course subsequently did so at the end of the course, 
after she knew what the assignments had entailed and what she had written. 
The consent form was reviewed with students at the end of the course, after they 
had completed all the work, at which time they had the option to withdraw and/or add 
assignments to the study. It was reviewed and verified again during the first and second 
interviews. It was clearly stated in class and written on the consent form that 
participation would have absolutely no effect on student grades or evaluation in the 
course, and that students might withdraw and/or change their level of participation at 
any time with no consequences. 
All eighteen students agreed to have all or most of their coursework included in 
the study although, as noted, few agreed to the use of journal excerpts; for consistency, 
none were used. Twelve students participated in a tape-recorded interview upon 
completion of the course, six of whom also agreed to participate in a follow-up 
interview at the end of the Spring 1995 semester. In addition, one student opted to 
submit written responses to the first set of interview questions, citing a discomfort with 
an interview format. Of the other five students who did not participate in the interview, 
two had initially scheduled an interview and then had to cancel for personal reasons or 
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because of illness; three simply were unavailable (due to time constraints or other 
unspecified reasons). No reasons were given by those who declined the second 
interview. Those students who were interviewed chose whether to be referred to by 
their first name, or to take a pseudonym. For purposes of identification in the study, 
those students who did not participate in the interviews have been given pseudonyms by 
the researcher. For clarification, I have assigned a surname initial of “A.” to those 
students who only participated in the first interview, and a “B.” to those who 
participated in both interviews. 
The class consisted of fourteen females and four males. Most of the 
student/participants were undergraduates; one was a Master’s student, one was a 
Doctoral student, and one was a post B. A. non-matriculated graduate student, enrolled 
in what she called “special student status.” A number of the students were non- 
traditional students in one way or another: three were University Without Walls 
(UWW) students, two were Bachelor’s Degree Individual Concentration (BDIC) 
majors, and one was enrolled through Continuing Education. Seven of the students in 
the class were older than the traditional college undergraduate; two students traveled 
from outside of the Pioneer Valley to attend UMass, one from Pittsfield and one from 
Vermont. A summary of some of the demographic characteristics of the student/ 
participants can be found in Table 3.1. 
Data Collection 
As noted, data for the study were collected from a variety of sources. A pre- and 
post- Survey questionnaire (Appendix F) was completed by students; this Survey was 
designed to briefly assess their understanding and perception of creativity and 
change/transformation at the beginning of the course and again at the end to note any 
changes, since it was not feasible to conduct interviews before the class began. A pre- 
and post- informal Locus of Control questionnaire (Appendix G) was also given to 
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assess self-perceived internality/externality and any changes during the course of the 
semester. For both of these informal instruments, I held the completed questionnaires 
during the semester; they were returned to students at the last class, during which they 
were asked to make any additions, changes, and comments on the original forms, using 
a different color ink in order to differentiate their pre- and post- responses. 
The Locus of Control questionnaire was developed by Dr. Warren Schumacher 
of the University of Massachusetts Amherst as a tool for use in his courses and was 
used in this study by his permission. As an informal instrument, formal validity and 
reliability have not been established. Both the Survey and Locus of Control 
questionnaires were very informal instruments and were intended to be minor additions 
to the more extensive qualitative data, giving me a variety of data sources, and 
providing a gauge for determining student/participants’ thinking on this subject at the 
beginning of the course. Dr. Schumacher told me when I met with him to discuss using 
his Locus of Control instrument in this study that he thought it quite probable that 
students opting to take a course titled Creativity and Change would be starting out as 
predominantly high internals anyway. He turned out to be correct for the most part, and 
there were few changes in student responses to it from the beginning to the end of the 
course. Table 3.2 shows student responses to this Locus of Control instrument. Student 
responses to the “no control/total control” continuum on the Survey were similar, most 
placing themselves in the “moderate” to “high” control range, with a few “lows.” Here 
there were also few changes at the end of the semester. In a few cases, there was a 
discrepancy between the responses for both scales, such as where a “high internal” on 
the Locus of Control instrument marked “low control” on the other continuum, or 
someone on the middle of the Locus of Control marked “total control” for some of the 
items on the continuum. Again, it is noted that these informal instruments provided an 
interesting additional perspective, but have no validity or reliability. 
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Table 3.2 
Locus of Control Self-Assessment at Beginning and End of Class. 
0 = high intemality; 10 = high externality. 
Name September December 
Beth A. 5 5 
Susan A. 5 5 
Mona 4 5 
Bonnie 4 4 
Anne 3 3 
DanB. 3 3 
Kajol B. 3 3 
Peter 3 3 
Eileen B. 3 1 
Sheila A. 3 0* 
Erik A. 2 2.5 ** 
Cathy 2 2 *** 
Heather A. 2 2 
Lorraine B. 2 2 
Christine B. 2 0 
Jordan A. 1 1 
Kara B. 1 1 
Teri 1 1 
Unclear whether this actually changed. 
Erik A. gave himself a 2.5 apparently to compensate for the two responses he 
changed to “sometimes.” 
Two responses changed for Cathy, but since they basically canceled each other 
out, her final score was not affected. 
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It should also be noted that several of the students expressed dislike for these 
types of “either/or” measurements and opted to answer “sometimes” instead of “yes” or 
“no.” One student, Jordan A., wrote, “I really dislike this exercise because I feel forced 
to give ‘black or white’ answers when my experience is almost always ‘gray’.” More 
revealing than these informal instruments are the students’ own words, works, and 
comments, taken from their papers, projects, and the interviews, and these are what 
make up the bulk of the data for this study. 
Interviews 
Students were asked to voluntarily participate in a tape-recorded, semi- 
structured interview with the instructor once the course had ended, and a second, 
follow-up interview approximately four to five months after the initial interview. 
Twelve students participated in the initial interview, which was conducted within a 
week to a month after the course ended; they took place between December 14, 1994 
(last week of classes) and January 11, 1995. These interviews focused on the students’ 
process in the course -- what they did, how they felt and thought about it; their self- 
observations and self-perceptions of themselves as creators, changers, and visionizers; 
and their ideas and plans for utilizing the techniques and processes learned in the class 
in other facets of their personal, student, and/or professional lives. 
In April, 1995,1 contacted the twelve students who had been interviewed and 
asked if they would be interested in 1) participating in a second, follow-up interview 
and 2) receiving a copy of the transcript from their first interview to make comments, 
changes, and/or additions to it. Those students who had not been interviewed were 
asked if they would like to do so at that time, although none of them did so. Six of the 
students who had participated in the first interview agreed to a second interview; they 
were all sent a copy of the transcript from their first interview and asked to make 
comments, clarifications, changes, and/or additions. They were also asked if there was 
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any material from the first interview that they would rather not have used in the 
dissertation. Only one participant asked that some personal information not be 
included; it was my judgment as the researcher that this information was not critical to 
the overall study. 
The second interviews were conducted between May 17 and June 27, 1995. 
They were also semi-structured, and focused on what the students had retained and/or 
remembered of the course and techniques/processes learned, what they had continued 
and/or still planned to utilize in their lives, feedback and clarification regarding the first 
interview; and any updates or other relevant information since the first interview. 
Both sets of interviews lasted anywhere from forty-five minutes to two hours. 
The same set of initial, open-ended questions was used in all the interviews in order to 
have some consistency in topics and issues covered among all participants (the first 
Interview Guide questions are in Appendix H). Additional questions were added during 
individual interviews to clarify participants’ responses, to expand on given information, 
or to respond to unique circumstances or answers. An interview guide was also 
similarly used throughout all six second interviews (Appendix I), although in addition, 
there were individual questions which arose from the first interviews and from 
participants’ reactions and clarifications after reading those transcripts. The differences 
in length reflected the level of participant involvement with and reflection on the 
material, as well as individual personality characteristics and developmental 
considerations: some students were simply less talkative than others. Interviews took 
place either in my campus office or in participants’ homes; one follow-up interview was 
conducted in a private study carrel in the campus library, and one was conducted by 
telephone. As noted, one student responded to the initial interview questions in writing. 
Interviews were tape recorded and transcribed by myself, giving me the opportunity to 
hear the responses again outside the interview environment, and to begin to identify 
preliminary themes. 
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Other characteristics of the interview process are usually not reported beyond 
who-when-where-what-how. However, there were other considerations which 
influenced the interviews. As Oakley (1990) asserts in presenting a new, feminist 
paradigm of interviewing: 
[I]t becomes that, in most cases, the goal of finding out about people 
through interviewing is best achieved when the relationship of 
interviewer and interviewee is non-hierarchical and when the interviewer 
is prepared to invest his or her own personal identity in the relationship. 
(P- 41) 
As noted, I, as the interviewer, was also the instructor of the course in which 
participants had been enrolled for the previous semester; a semester-long instructor- 
student relationship had been developed. A sense of trust and informality had already 
been established, and it would have been unnatural and awkward to ignore that previous 
relationship and engage in a strictly formalized, impersonal interview process. 
Although the interview format was predominately one of interviewer question/ 
interviewee response, there were conversational elements involved as well. I did not 
detach myself from the interviewing process; I shared parts of myself throughout the 
process. At times, I offered information or even encouragement in response to some of 
the participants’ statements. As Oakley (1990) suggests: 
[Tjhe mythology of “hygienic” research with its accompanying 
mystification of the researcher and the researched as objective 
instruments of data production be replaced by the recognition that 
personal involvement is more than dangerous bias - it is the condition 
under which people come to know each other and to admit others into 
their lives, (p. 58) 
Data Analysis and Presentation 
Data interpretation and analysis involve making sense out of what people 
have said, looking for patterns, putting together what is said in one place 
with what is said in another place, and integrating what different people 
have to say. (Patton, 1990, p. 347) 
Patton (1990) writes of the “creativity of qualitative inquiry” and asserts that 
qualitative analysis necessarily has both a scientific critical side, and an artful creative 
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one. His guidelines for creative thinking in data analysis are similar to general 
creativity guidelines and include: being open, generating options, beginning with 
divergence before convergence, using multiple stimuli, changing patterns, making 
linkages, trusting yourself, and working and playing at it (pp. 434-435). In this way, the 
data analysis in this research paralleled the topic under study. 
Qualitative methods tend to analyze data inductively; rather than prove or 
disprove hypotheses, abstractions are built as data are grouped. Theory that is 
developed this way “emerges from the bottom up”; meaning is of essential concern, and 
the focus is on multiple realities rather than a single reality (Bogdan & Biklen, 1992). 
Another feature of qualitative data is their richness and holism, with 
strong potential for revealing complexity; such data provide “thick 
descriptions” that are vivid, nested in a real context, and have a ring of 
truth that has strong impact on the reader. (Miles & Huberman, 1994, 
p. 10). 
The data and findings of this study are presented in as descriptive a manner as possible, 
relying on direct quotes from student/participants’ papers, projects, and interviews 
whenever possible. 
There were a number of stages in analyzing the data for this study, beginning 
with the actual transcription of the interviews, which was an integral part of the 
analysis. Listening to the tapes again as I transcribed them gave me the opportunity to 
reflect on student responses outside of the interview environment and begin to identify 
themes. After having transcribed the interviews and informally identified preliminary 
emerging themes, I read the transcripts again, this time more formally looking for 
themes and other emerging patterns. At this time, student papers, projects, and other 
course work were also re-read, noting themes and patterns here as well. Commonalities 
between the written works and the transcribed words of participants were identified. 
Outstanding or unique perspectives and experiences were also noted at this time. 
Distinctions were made between product (project results, concrete uses of creativity, 
techniques learned and/or used) and process (perceptions, thoughts, ideas, learnings. 
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opinions). From all this, I developed coding categories (Bogdan & Biklen, 1992), 
which were used to code the interview transcripts and written papers. 
At this point, I combined the class work and interviews of the six students who 
had participated in both interviews to create profiles. To do this, for each of these six 
student/participants, I created “mind maps” (Buzan, 1991), which served as a visual 
presentation of the main ideas that had emerged. This is similar in some ways to Miles 
and Huberman’s (1994) data displays. I chose this format for several reasons. One was 
that it enabled me to incorporate a creativity technique into the analysis. Another 
reason was that mind maps are a useful visual image for seeing the “whole picture” - in 
this case the whole person. Each major branch of the mind map corresponded to a 
major theme, around which were clustered words or short phrases illustrating the 
student’s key thoughts and ideas. These were marked with the page numbers from the 
transcript, to allow easy referral back to the complete quotes. From these mind maps, 
which condensed dozens of pages of data into one easily viewed sheet of newsprint, I 
was able to create the student profiles, which portray a fuller picture of each 
individual’s work and process -- a picture of the whole person. 
The interview transcripts and written papers were color-coded, one color for 
each student, for easy identification. After coding the data and creating the mind maps 
and profiles, the interview transcripts were organized by theme, or code. One set of 
data was kept intact in order to be able to see the entire transcript or paper as a whole 
and to allow me to see sections and quotes in context, and another set was used to cut 
into sections by theme to allow me to easily manipulate them. I used the “cut-up-and- 
put-in-folders approach” (Bogdan & Biklen, 1992), whereby I literally cut up the 
transcripts and arranged them in folders by code. From here, I was then able to identify 
sub-categories within each code. 
Students’ written work was analyzed by organizing it according to type of 
assignment. I created a data display (Miles & Huberman, 1994) in the form of a large 
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chart, on which I noted key themes for each student/participant for each of the four 
major projects: Risk Project. Arts for Change Project. Mid-Semester Creativity Project, 
and the final Creative Change Group Project. In this way, I was able to observe themes 
and patterns across students and projects, again condensing many pages of data in the 
form of written assignments into one manageable display. This enabled me to use a 
visible record to gain an overall picture of themes both intra- and interpersonally. 
The analysis of the data is presented in Chapter IV, organized into three sections 
that parallel three major aspects of creativity: Person, Product, and Process. The Press 
— individuals’ interaction with the environment -- is evidenced throughout and across 
all three sections, although a short section at the end of the chapter highlights a few 
examples of the Press in relation to social bias. 
The component of Person is presented in the form of the profiles of the six 
student/participants who took part in both interviews. Product is discussed by analyzing 
the work completed in the course by all eighteen student/participants who were 
enrolled, using the written papers they handed in and, in the case of the final group 
project, their in-class presentations, which I recorded in writing at the time they were 
presented. Each of the four major projects are examined independently across all 
student/participants. Commonalities across the four projects are discussed in the 
concluding section of the discussion on Product 
Process is addressed by analyzing the self-perceptions of the twelve students 
who took part in one or both interviews. In some cases, supporting data from class 
work augments this section, but the bulk of the findings presented here came from the 
interview data. Common themes across the three sections are discussed in the 
Summary. 
It is acknowledged that these separations into Person, Product, and Process are 
somewhat arbitrary and may be antithetical to one of the main focuses of this research 
study, that of interconnections rather than separations. However, it proved to be a 
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useful organizing tool for managing such large volumes of data as were generated in 
this study. There are, by necessity, overlaps and interconnections between these three 
sections and, though I have endeavored to minimize it, at times some repetition may 
occur. 
As noted, there were three sub-groups of student/participants in this study. For 
ease of identification, they are identified throughout the study as follows: The six 
students who participated in only the first interview have been given the surname initial 
of “A.” The six who participated in both interviews are identified by the surname initial 
of “B.” The six student/participants who were not interviewed have no surname initial. 
Trustworthiness 
Due to the small number and self-selected nature of the student/participants, 
there are limits as to how generalizable these findings may be to other groups. 
However, these student/participants share a number of traits with college students in 
general, and so their perceptions and the findings of this study may be useful to other 
educators and students. 
Establishing trustworthiness was accomplished in a number of ways. Member 
checks were used to assure that the data were accurate. The six student/participants 
who took part in both interviews read and reviewed, commented, and expanded on their 
first interview transcripts. These comments were incorporated into their second 
interviews. As noted, the request was made to the other six student/participants who 
had been interviewed to comment on their transcripts as well, although none of these 
student/participants responded. In addition, the second interview transcripts and student 
profiles were sent to the participants (with the exception of one for whom I had no 
address), again asking if the written transcripts and profiles accurately reflected what 
they had meant to say. 
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More than one data source helps to insure the validity of the data by verifying 
accuracy and confirming themes. Triangulation was used by collecting data from a 
variety of sources: the interviews, student course work, the written surveys and locus of 
control instruments, and instructor/researcher observations in the classroom. 
Two peer debriefers, in the form of a support group, were used to further 
establish trustworthiness. With these debriefers, I was able to discuss questions and 
concerns, and to try out ideas and check my own biases. They were able to give me 
feedback on my process, analysis, interpretations, recommendations, and conclusions. 
As I developed the initial coding, I gave a number of the interview transcripts to each of 
them to code to determine consistency and agreement with my own coding, and to 
minimize my own subjectivity in the analysis. In addition, monthly meetings of a 
Doctoral seminar, facilitated by the chair of my committee, were used for feedback and 
questions, and comparing research issues and processes. 
Finally, throughout the entire study — from the preparation of the course 
syllabus through the instruction of the course, the interview process and the data 
analysis and conclusion drawing, I was alert to paying attention to my own biases, 
values, and assumptions, and to monitor where and if they interfered in the research 
process. Throughout the analysis and writing, I endeavored to stay true to the 
participants’ meaning, and tried not to force their words into any predetermined or 
biased categories. As Baer (1994) has pointed out, “self-awareness, personal honesty 
and openness” contribute to the trustworthiness of research. 
[Tjrustworthiness is not a function of complete objectivity, but rather it 
comes from an honoring and monitoring the personal realities of the 
research participants. This includes the researcher. Trustworthiness 
comes from creating a climate of trust so that those who are being 
studied will come forward and be truthful. (Baer, 1994, p. 39) 
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Assumptions, Bias, and Limitations of this Study 
There were a number of limitations to this study. As noted, the study was based 
on an undergraduate course, Creativity and Change, which I designed and taught for the 
first time in the School of Education. There were very literal limitations on time and 
resources which prevented me from teaching a pilot course before conducting the one 
on which this study was based. Had I been able to teach such a pilot course, there 
would have been a number of changes made to the course design, which could have 
enriched the study. Time was a major limitation in at least one other crucial area: there 
was simply not enough time in a one-semester course for student/participants to have 
fully explored creativity and applied it to their change projects. 
As noted, although the dual roles of instructor/researcher and student/participant 
are an integral and contributing factor in teacher research and can positively influence 
outcomes, it is also a limitation. Participants took this course for academic credit; they 
were under the pressure of having to complete the course work in order to pass the 
course, as well as having several other courses and commitments competing with how 
much effort they were able to put into the Creativity and Change course and 
assignments. 
As Amabile (1983) has found, extrinsic motivation, such as rewards, has a 
detrimental effect upon creativity. Therefore, the course was evaluated on a mandatory 
pass/fail basis for three reasons. First of all, I did not want to have to evaluate students’ 
creative process, a very personal and subjective thing, in the form of a letter grade. 
Secondly, I wanted to minimize the effects of students saying and doing “what the 
instructor wants to hear” to get a good grade. Finally, as this research design attempted 
to mirror its subject -- creativity — I attempted to avoid purely extrinsic motivators — the 
desire for a good grade -- upon student performance and creativity in the course; it was 
hoped that students would be intrinsically motivated by their interest in the subject. 
Ironically, this in itself may have presented yet another limitation, as I suspect that some 
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of the students, so used to the reward of grades, may not have put as much effort into 
their projects without the added extrinsic incentive of receiving an “A.” 
As noted, this was an elective course; the self-selection of the student/ 
participants for this study, as well as the small number involved, limited the findings of 
this research and its generalizability to other populations and settings. However, there 
is much here that can be applicable to many students and educators in a variety of 
disciplines. Further, as an exploratory study, this can be a starting point for other, 
related research. Suggestions for both applications and further research are presented in 
Chapter V. 
It may be argued that the dependence on the self-perceptions of students who are 
all at different developmental levels may have further limited the results of this study. 
Yet, it is the very nature of qualitative research to place value and emphasis on 
participant perspective. Further, as this study seeks to understand effective methods of 
incorporating creativity into educational and social change efforts on the college level, 
any group of students with whom these techniques would be employed would also be at 
varying developmental levels. Some students in the study may indeed have been more 
proficient at self-reflection than others; such would be the case in any college course 
and, indeed, on any college campus. The recommendations arising from this study have 
been influenced by these varying student perceptions, making such recommendations all 
the more useful to typically diverse groups of college students. 
The study was also limited by researcher assumptions and biases. I approached 
the course with an assumption that there is a connection between creativity and social 
change, and that the student/participants would find and experience this connection for 
themselves. In addition, due to time constraints, a semester-long course cannot possibly 
include all of the vast array of creativity techniques and approaches; I subjectively and 
selectively chose the content for the course, with an assumption that students would find 
at least some of it interesting and useful, and would want to use the techniques in their 
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personal and professional lives. The course content reflected my own biases as to what 
approaches to creativity and which techniques I thought would be useful. However, the 
contributions that student/participants made to the class in the form of then- 
presentations and choices for class projects balanced this subjectivity somewhat and 
added to the scope of material included in the course. 
Finally, even though, as noted, little focus in the class was placed on the 
research study beyond the consent forms and questionnaires filled out in class, as the 
instructor I was always conscious of the study and of my dual role as instructor and 
researcher. This constant dual role may have taken its toll in limiting objectivity and a 
non-biased approach in both overlapping roles. 
Mv Role as a Researcher 
I came to this research from a background as a teacher/educator, writer, and 
political activist. I chose this area of research for a number of reasons. As an educator 
and social change activist, I had come to appreciate the positive benefits of creativity in 
both teaching and in social activism work, such as in the use of street theater, literature, 
and music to convey social messages. I also knew of the effects that creativity has on 
the enhancement of positive self-esteem, and wondered if creativity and self-esteem 
together could have a positive effect on one’s ability to engage in social change work. 
As both a social change activist and as a social justice educator, I had become 
increasingly frustrated with the focus on merely identifying the problems and issues we 
were trying to change from, to the detriment of creating positive alternative visions and 
actions for what it was we were hoping to transform to. And, in my social justice 
education work, I began to feel limited by the dualistic models of teaching to “either-or” 
social identity groups; I felt that a more creative approach to this type of education 
might help us in seeing “whole people,” “whole pictures,” and interconnections 
regarding the very real social issues with which we are faced. Creativity — expression. 
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process, products, techniques — seemed to me one way in which I, and hopefully other 
educators, could address these concerns. 
In qualitative research, the researcher is the research instrument. However, she 
is not a blank slate either. As the interviewer/researcher/instructor, I was unable to 
discard my various social and personal identities and characteristics, and I question 
whether one should even attempt to do so. Who and what one is inevitably shapes and 
influences one’s thinking and perceptions. No researcher can be totally objective, and 
so my own identities and world view inevitably influenced my perceptions of 
participants and my approach to designing and teaching this course. It is assumed that 
my dual role as the instructor/researcher, and my identities as a woman, feminist, 
lesbian, Jew, white, non-disabled graduate student from a mixed-class background 
influenced my instruction, course and research design, the interview process, analysis, 
writing, conclusions, and the overall evaluation of this research project. Hopefully, 
these roles and identities influenced the study more positively than they limited it. 
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CHAPTER IV 
PRESENTATION AND ANALYSIS OF THE DATA 
Introduction 
This study sought to understand how creative products and processes could be 
used as tools for transformation, and how they could be incorporated into educational 
efforts. Specifically, it sought to determine, from the perspectives of the students 
enrolled in the Creativity and Change course, what types of visions and actions for 
transformation they would create, what types of creativity techniques they would use to 
do so, how they defined the concepts of creativity and change, and how they perceived 
of themselves as creators and changers. 
As discussed in Chapter III, the analysis of the data in this research is presented 
here under the headings Person (the student profiles), Product (coursework), and 
Process (self-perceptions, as reflected in the interviews), although overlaps and 
interconnections are unavoidable. Press - the individual’s interaction with the 
environment -- is woven throughout; further, a few examples of bias-related 
environmental influences on self-perception are presented in a separate section at the 
end of this chapter. 
As noted in Chapter HI, students are identified with the surname initial “A.” if 
they were interviewed once, and with “B.” if interviewed twice. (The “B.” designation 
is not used in the six student profiles.) No initial is used for those who were not 
interviewed at all. Unless otherwise identified in the body of the text, the name of the 
student/participant from whom a quote is taken, whether in the text or a block quote, is 
noted in parentheses at the end of the quote. The quotes are taken directly from student 
papers and interview transcripts; in the case of the latter, they are as accurate as 
possible, with minor editing for grammar and clarity, due to the different nature of 
spoken and written language. However, the spoken “feel” of their words is retained as 
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much as possible. The use of the word “change” is used more broadly in this chapter, 
particularly in direct quotes as the student/participants used it, and may refer to any type 
of change or transformation along a continuum from arbitrary change that “just 
happens” to intentional efforts to make change/transformation. 
Person: Profiles of Student/Participants 
In this section, profiles of the six students who participated in both interviews 
are presented. They have been written to paint a partial portrait of the person behind the 
subsequent findings of this study, and to give the reader a feel for the “whole person” 
who would otherwise only appear in bits and pieces of quotes and vignettes. Though 
written in the third person, extensive use of direct quotes gives a first-person picture of 
the participants. The information for these profiles is taken predominantly from the two 
interview transcripts, with some supporting material from coursework when 
appropriate. They are presented in strictly random order; names were literally drawn 
from a hat to determine order of presentation. 
Lorraine: “I Will Find a Way or Make One” 
Lorraine is the office manager in an academic department on campus. She holds 
a Bachelors degree in elementary education and at fifty-four was the oldest 
student/participant in the class and the study. She was also the only class member who 
was not taking the course for credit, but purely for her own interest. Several years 
earlier, she had taken another creativity course in the School of Education and, in her 
words, it was “a tum-on, an eye-opener.” She has taken several others since, and says 
that if she could go back seven or ten years, she would have pursued a Masters degree 
in Creativity. In thinking of herself as creative, she vividly remembers a quote from her 
high school yearbook: 
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Back in high school, I to this day do not know who knew me better than I 
knew myself at that time, but at the quote next to my picture in my high 
school yearbook was, “I will find a way or make one.” And that is truer 
today than it’s ever been. And I still don’t know who knew me.... But it 
is the truth, and the essence of me. Yes.... That’s a basic creativity right 
there.... I think it allows me to look at life in different aspects. 
For Lorraine, the creativity classes she has taken and her discovery of her own 
creativity has been enlightening, freeing, and fun, as well as allowing her an openness 
she had not experienced before. 
I think everyone is creative in their own way, whether they recognize it or 
not.... Creativity is like an opening flower, you get an idea, and it grows. 
... It gives you different viewpoints from life ... a way of viewing 
aspects of life from a variety of angles, personal as well as social, positive 
as well as negative, new and old.... It allows for exploration. [It] is a 
many-faceted diamond that, depending on the light, will allow brilliance 
into life and make or give a situation a new view. A new way of looking 
at an old problem in a new light. 
I think it’s [creativity] an openness and a spontaneity that doesn’t come 
with other courses, and a freedom to be yourself. You aren’t really told 
that you have to do such and such, you aren’t really put into a mold like 
everybody in the classroom. And I think it’s more personal freedom to be 
either what you never thought you could be, or have an avenue of insight 
or creativity that you never experienced before. An insight that can be 
taken into other walks of life that you haven’t considered before. And I 
think that’s a never-ending quest... I keep seeing and repeating that 
creativity is like a diamond with many different sides, all of which are 
brilliant in different ways. The more I think about it, the more I seem to 
come back to that same type of explanation, but it has opened a lot of 
doors for myself, and a lot more freedom for myself, from a personal 
perspective. 
That opening of doors and personal freedom for Lorraine is particularly 
meaningful, given her history of feeling stifled both as a child in school, and as a 
woman by her restrictive father and her negative husband. 
I think I’ve always been stifled. As a kid, I’d speak when spoken to, 
answer only when asked to.... I always felt squelched as far as art goes. 
Even though I could sit in a field and draw the weed or the flower and do 
exceptionally well at it, I never saw that as creative. I never accepted the 
fact that I won first prize in sixth grade for an art contest, because I felt 
that I had only enlarged another picture that I had seen, so never felt that 
that was a talent. 
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For her Mid-Semester Creativity Project, Lorraine used the book. Writing the 
Natural Way, and was very excited about the clustering technique she learned and used, 
which opened up a different way for her to express herself. 
Writing for me has never come naturally, so it was with enthusiasm that I 
chose writing for my process. I have never felt capable ... It’s been 
exciting to realize that I can write .. .writing was always a thing that I 
was told I never could do. I was always squelched, I always had 
commercial English where you weren’t respected as a college level. And 
I felt very cheated, going up through college. I’m better today than I’ve 
ever been, but at the same time I’m not totally comfortable. 
A major change for Lorraine after having taken this course was that she was 
now beginning to read aloud some of her writing to some of the students who work with 
her — a major breakthrough -- and she now has several ideas and hopes to write a 
children’s book. “Writing can become a mechanism for life’s evaluations of the self. I 
do feel a sense of release that is also allowing me to read [her own writing] to someone 
else and to build self-confidence in my writing ability.” 
Speaking about her husband, Lorraine says that he never approved of educated 
women: 
[He] put me down on all levels that I did, so I sort of compensated 
through my marriage in order to function as a person that I knew I could 
be, and I think part of the creativity excitement for me now is that, now 
that I’ve accepted that I can write and that I can draw ... I may be 
coming into the point that I am me. 
I had actually first met Lorraine several years earlier, in a creativity class that we 
were both taking, around the time her husband became ill. She spoke about how she 
had turned to the creativity classes and the ideas she had gained in them to help her deal 
with personal problems, particularly during her husband’s prolonged illness. She saw 
creativity as a growth experience -- she needed to grow while he was sick and feels that 
if she hadn’t been faced with that situation, she wouldn’t have grown in the ways she 
did. However, while it was her creative attitude that helped Lorraine deal with her 
husband’s illness, the strain and demands of the situation inhibited her creative 
expression. His needs, her tiredness and lack of energy, and lack of time combined to 
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prevent her from engaging in art or writing activities. Besides these concrete obstacles 
to her creative expression, Lorraine noticed that even her sense of color had changed 
during the time she was caring for her husband. 
I knew that I felt frustrated, but I wasn’t sure why. I was getting color, 
but I knew something was missing and I couldn’t put my finger on it, 
until one night [the instructor] just said, “You’ve lost the sense [of color] 
that you had.” Because I was able to make a picture glow.... inside I 
knew something was wrong. I finally just plain stopped going, because I 
realized that, my life at that time wasn’t conducive to what I was doing, 
and I found it more frustrating than relaxing. 
I’m creative and I’m innovative, but I am not a picketing type person. I’m 
not a letter writer, I’m not a public person to go out and make public 
changes. I will do my part recycling, worrying about the environment, 
but to go out and change something, that’s a whole different type of thing. 
I’m not a public cause person ... I’m much more personal and do it in a 
private or tiny group level. I do think the younger set today are much 
more involved with causes and change than we’ve seen in my group, my 
age group. 
For power to change the world, I think I’m in too narrow a situation at the 
moment. With my things that are going on at home, even though I’m 
very angry at some of the bureaucracy that I’m seeing ... I know myself 
enough to know that I would probably never go in and fight for something 
like that... I could fight for myself within bounds, but I wouldn’t rock 
the boat as you might say in order to achieve purpose, I wouldn’t do that. 
When her husband died, after a three year illness (between our first and second 
interviews), Lorraine again turned to creativity to help her through this difficult time. 
I’ve been able to get through the death of my husband and come out okay. 
And now I move on and, as I said before, I think creativity opened me up 
to be more open to the fact that I was capable of creating situations that 
would work for us, and be willing to see things in different lights, in order 
to keep going, to help him, to help my family. 
I’m beginning to open, in a way I have not felt comfortable doing before. 
... I know with my husband’s death, I have a whole new world, a whole 
new life ahead of me, and I have to be able to be creative in order to 
function at a different level. 
As for creativity and change, Lorraine sees this primarily on a personal level, 
rather than a social or political one, something she attributes, in part, to her age and 
generation. It was the creativity courses that, in her words, opened her up, gave back to 
her a sense of herself. She also believes that creativity might have also “opened a lot of 
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doors for a lot of women who in my age were, governed I guess is a good word, by their 
husbands.” Lorraine may see this as purely personal change, but when a person finds a 
way to break free of such limitations, this is also a political act. 
It’s the creativity courses that allow you to change and grow.... I believe 
I’m changing myself. I’m more open. I’m more comfortable, I feel freer. 
... So I think the change that I personally am going through now after I 
am free, if that’s the right word, is going to come through creativity to 
show me who I really am inside, that I have squelched. I feel I am in 
control. 
Even though she may not see herself as a changer of others, she does affect 
others in small, more private ways. Certainly, her approach in dealing with her 
husband’s death had to have affected her children. At the time of our second interview, 
she had plans to present the clustering writing technique she had learned, and which had 
so opened up her own sense of herself as a writer, to a group of women in her book 
club. She had ideas for writing a children’s book and was getting back into her 
photography, making note cards out of her photographs. In her position on campus, she 
comes in contact with a number of students, and has been able to help them with 
suggestions for different ways of doing things. She says, “I was able to contribute, 
which to me, is a creative aspect of myself.” Both here and in other facets of her life, 
Lorraine says, creativity “allowed me to see that I could contribute to somebody else’s 
needs.” 
Life is change, Lorraine says, and creativity allows “you to change and grow.... 
It changed me_We change all the time. If you didn’t change you wouldn’t grow; if 
you didn’t grow, you wouldn’t be alive.” 
Just as Lorraine’s feelings that she couldn’t write have given way to the 
observation that “I guess I’m not too bad,” her belief system about what creativity is has 
also changed, as she accepts herself as a creative person. From the sixth grader who 
didn’t see herself as creative even after winning an art prize because what she did was 
not “unique” or “original” (in her view), she now values the everyday creativity she sees 
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all around her. And, just as she has changed how she looks at creativity differently, so 
she views the world in different ways. Throughout our interviews, she kept coming 
back to concepts such as openness, looking at life in different aspects, different 
viewpoints, and the like. 
No matter how old you are you’re still learning new things about yourself 
... an acceptance of the fact that you really do have something to 
contribute, even though you don’t think you do in the beginning, until you 
begin to explore yourself in ways that creativity will allow you. 
If I didn’t have the courage and the understanding of myself, I wouldn’t 
be able to find some of the answers that I’ve had to find and the 
understandings that come with the situation. Life in general, you’ve got 
to be creative to function in today’s world. 
Lorraine says that creativity has been a part of her forever, but that now it has a 
label. Because of it, she feels more open, more comfortable, freer. 
I think it’s just part of my life that I don’t pay attention to but know that 
it’s there when I need it.... I just think creativity is part of my life, and 
it’s not going to go away.... It is how I handle my life.... It’s like the 
iceberg and I’ve only just begun. And there is a lot underground yet.... 
Personal change is going to come through creativity.... I feel I’m just 
beginning to grow in a way that I have not been allowed to before. 
Eileen: “Look at the Other Side” 
When Eileen and I met for our second interview, she was preparing for a six 
week trip to England, where she would be studying literature and theater at Oxford to 
earn the last five credits she needed to technically graduate, even though she had 
attended the official graduation ceremony the week before. She wasn’t sure what she 
would be doing upon completing the Oxford program, but she knew she wanted to help 
others in some way. As an English major, writing played an important role in her life, 
creatively, personally, and as a part of her studies. At the time of our interview, she was 
thinking she’d like to write for a magazine: “I wouldn’t want to write for National 
Geographic. I would want to do something that had to deal more with women’s issues,” 
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particularly around confronting images of women in the media. Lately, the idea of 
teaching had become more intriguing. 
I know that I’m going to want to do something that is going to help other 
people, or share what I have and have them share with me what they 
have. You see this trend here, I think I might be a teacher! Every time 
people ask me what I do, I always revert back to that, like maybe I want 
to teach. 
She remembers her fourth grade teacher as the “best.” What made her special 
was that she used a lot of projects, including art projects and plays: those are the things 
a student remembers. “Everything we did, was done in a really creative way_If I 
ever was a teacher, I’d want to be like her.” Eileen’s interest in teaching includes the 
importance of creativity as a part of education, and she is disturbed by the current trends 
to cut arts funding. 
A lot of times in school, the first thing in budget cuts are the art classes ... 
And the kids in the class were saying, that’s the class they look forward to. 
And then everyone always thinks, well, we think they look forward to it 
because they don’t have to do anything, which really isn’t true. So, all the 
kids were saying that it was really important, that’s something that you 
enjoy. I think people think if you enjoy something it’s not hard. That’s 
how a lot of people think, especially in school, if you enjoy something, 
then it’s not as important. 
I would say that some of the pottery and textile classes I took in high 
school were more challenging, harder than any class ... you had to have 
patience. Again, those are things that people assume are for women. 
That I think has a big, a direct correlation between why those things are 
cut.... People assume that art is for women. 
It’s funny, you read that a lot of teachers who go into inner cities, they 
really break through, you read about it all the time, teachers who break 
through with arts and writing. 
The threatened elimination of many arts programs in schools is particularly meaningful 
to Eileen, considering that the school she attended as a child was highly focused on the 
arts and played a large role in her developing self-concept of herself as creative. 
Unfortunately, however, Eileen says, many schools too often squelch children’s 
creativity and, along with it, their self-esteem. She tells the story of her little sister 
whose teacher called her ignorant and her work stupid. 
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[The teacher] had all these red marks all over her paper. And of course 
the next time that she’s going to write a paper, as my parents said, she 
gave up.... Her self-esteem is shot because of this guy. 
My teacher last semester in one of my English classes wrote on my paper, 
“This reads like a bad German translation.” And then it said, “You need 
to learn how we,” and then he underlined we, “say things in English.” ... 
So I went in there and I said, “You’re lucky that I am confident enough 
about myself and my writing that I don’t take this personally.” 
I like when a teacher can correct those things and help you, but then still 
give you a lot of positive things. And that I think lacks in so many 
teachers, because you get your papers back and you’re like, I am so 
terrible. And then when it comes time for the next paper, I’m so nervous, 
to make it really good, that I spend too much time worrying did I write 
this sentence right, did I do this right? Instead of the content, you know? 
Eileen sees herself as a strong person. “Anything that I want to do, I’ll do. Or 
anything that bothers me, I talk about.” She feels she gets a lot of that from her parents, 
especially her father, who she’s always looked up to. Her mother was married at 
eighteen and had Eileen’s older sister when she was nineteen; she never worked or went 
to school. “And I think, she doesn’t look up to me but I know that she thinks, to herself, 
I wish I could have gone to college.” A writer herself, Eileen never knew her mother 
could write until she inadvertently read something her mother had written. “I was 
shocked, amazed. She had never ever showed me, I didn’t even know she could write, I 
didn’t even know she likes to do those things.” About her father, she says: 
I think he always wanted a boy, but I have all sisters.... People growing 
up would always think, oh if they were a woman they couldn’t do this or 
that, and I never thought that way, cause my dad always acted like there 
was no difference between men and women.... [Her parents were] 
always telling me that I could do anything that I wanted. 
Eileen points out, however, that the way her father treated her had a lot to do 
with the fact that he did not have a son. 
Obviously I wouldn’t know how he would’ve treated a son, cause we 
didn’t have a son, but he never restricted us.... So it was almost like in 
his eyes I was a son to him. I guess I think he was being a little bit sexist 
in that sense_He was treating me like a son, I know that for sure.... I 
think if I had a brother, he wouldn’t of helped me out, let me work at his 
company, I don’t think he would have opened up as much. 
81 
He always says to me, oh you’re so bossy, you don’t take any shit from 
anybody.... I kind of think he wishes he never acted like that towards 
me. He always says, oh, no one’s going to want to marry you. 
Eileen has the “feeling that I’m in control, that I have power to change things. 
Makes me feel that, if there’s something that I want to change with myself, that I can.” 
And where does creativity fit in with that? 
Just being able to look at things in different ways, being able to solve 
problems by not just being narrow minded.... Being able to look at all 
sides, not just following the same way that other people have done things, 
coming up with your own ideas to change whatever it is you’re looking 
for. I think that that’s how most people who do a lot of good things, they 
obviously do their own thing. 
She hadn’t always thought this way; rather she sees herself as someone who has tended 
to be bossy, and who has always wanted her own way. She says it was the Creativity 
and Change class that first got her thinking about other ways of looking at things. 
I never really thought of even like brainstorming and thinking about other 
ways. I think that it’s easy just to go along with, like if you see 
something that’s wrong, instead of automatically saying, well this could 
solve it... you start to look at other ways to come to a compromise, and I 
don’t think I ever really did that before. 
Eileen is not the kind of person who would choose one thing to do and then do it 
for the rest of her life; she likes change and variety. She does not want to get caught in 
what she calls the “comfort zone,” meaning a job where she might be making good 
money and doing what everyone thought she should, but where she was unhappy. 
That’s the thing that I don’t ever want to get caught in, is deciding that I 
want to do something and then doing it forever. If I don’t like it, I want to 
be able to change that. I won’t have to just get stuck with doing one 
thing. I think from looking at other people you can learn that.... I mean, 
I don’t want to start things and quit them all the time, but if I work at 
something and I want to do something new, and I’m not being satisfied by 
that, then I would do it. 
This, however, is probably not something she got from her parents: “My father’s 
worked at the same place all his life. And he is miserable, he is a workaholic.” 
Her ideas about personal change were put into action when, between our first 
and second interviews, she quit smoking, cold turkey -- interesting, because her final 
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project just the semester before had been around the issue of smoking cessation. 
Apparently, as with many other things in her life, her quitting came as a result of her 
strong will and resolve. 
I just knew inside that I didn’t [want to keep smoking], I guess if you 
want something really really badly.... I think I was getting more sick of 
myself.... Maybe if you just do it inside, and then it becomes something 
that you don’t even think about. So I just knew that that’s not something 
I wanted to be doing. 
Eileen has always thought of herself as creative, having always taken a lot of art 
classes and having always done things that are considered creative. Her self-concept as 
a creative, person comes predominantly from within. 
This schooling that I had was more focused in on doing arts and things 
like that, so I always felt I was creative. Even though I’m not. I wasn’t 
one of those students that everyone would say “Wow” to the projects, but 
I always thought myself that I was creative. I think it does have 
something to do with your self image. Because if you think you can do 
things, then it doesn’t really matter what anyone else says, and that’s kind 
of how I am, so it doesn’t really matter. Like that’s the thing, creativity is 
something yourself, not what anyone else told you. 
No one can really tell you what creativity is.... It can be anything at all, 
anything, even like trying to do things in different ways, instead of having 
things always be boring. 
Creativity is important to Eileen in a number of ways. It feels good, it’s 
satisfying and relaxing, it clears her mind, and it gives her different options and ways to 
approach things. It’s an outiet for her, and she thinks that people would be “a lot less 
stressed out if they would take up a hobby.” She herself keeps a regular journal and 
uses it to write about her problems: 
It’s good to look back and see what the problems were.... And that helps 
to look at how things were and how things are now, to see if anything’s 
changed, or see if I’ve made an effort to work on my part.... It’s easy to 
define it more, it’s easier to look at the whole picture. 
As a writer, Eileen chose to push herself to do something very different for her 
Mid-Semester Creativity Project, reflecting her tendency to want to try new things and 
be “challenged by new ideas.” 
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To be perfectly honest, it would have been easier for me to do my mid¬ 
semester project on writing. I guess I decided to do a drawing process 
instead because I felt if I did the writing, I would be cheating myself out 
of a unique experience. Drawing is something I felt I could never do.... 
It was time to stand up to this insecurity. 
Besides feeling quite pleased with how well her drawing project turned out -- 
she said that she was “shocked” and “just beaming” - she also discovered how 
beneficial it could be for problem solving. At our second interview, she told me that 
she has continued to draw and paint, a great creativity outlet for her when she doesn’t 
want to do the type of thinking that writing entails, a chance to engage in what Zen 
philosophy refers to as “no-mind.” This wonderful opportunity would never have 
occurred had Eileen held onto her long-time fear of drawing and not taken the risk to try 
something new. 
Eileen’s broad concept of creativity includes elements of change, self-esteem, 
and personal power, which reflect themselves both in her own creativity and in her 
sense of herself as a young woman. Seeing herself as a strong and strong-willed person, 
she came back again and again to that aspect of creativity that involves looking at many 
different aspects of things. 
I don’t know if this has a lot to do with creativity, but I think a lot of 
people don’t look at the other side. I think that’s why a lot of 
miscommunication happens too, is you don’t understand why somebody 
acts a certain way. 
I think that people when they think of creativity, they think that means 
you have to sit down every night and paint. I mean, you don’t even have 
to do those things to be creative. Creative is like being able to solve 
problems, or being able to look at things ... doing it in different ways ... 
being able to look at all sides. I think that’s how a lot of people who do 
make change have done [it], in different creative ways. And that’s how 
you try different things. 
Kara: Creativity as an Emotional Outlet 
When Kara was a second semester sophomore and her mother told her about a 
profession she had just learned about which “totally sounds just like you,” Kara was 
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excited and knew right away that, “definitely,” it was for her. Having always been 
involved in art in one way or another, she had originally wanted to go to art school; she 
had taken a couple of courses but “didn’t know what I wanted to do with it.” When she 
came to UMass at first she was a communications major - “I hated it” — and then she 
started taking classes like child development, human development, and educational 
psychology; she ended up majoring in psychology. But her art work and the creative 
expression and emotional outlet that it offered her still remained very important. So 
when her mother told her about art therapy, it seemed like a perfect fit, to combine her 
interest in children, psychology, and art, working with abused children “to help them 
get through things and help their self-esteem.” 
I think when you’re young and you’re really confused, it’s really hard to 
express it, and really hard to talk about it, and the fact that it [art] was 
always an outlet for me, I think that it can be for a lot of children. And to 
express things in other ways than talking about it, just to get it out.... 
Kids tell you a lot by what they do, and not what they say.... I just think 
art is a great form, something that I love. 
Like a number of the other students in the class, Kara was a twenty-one year old 
senior at the time of the course, preparing to graduate the following semester. When we 
had our second interview just before graduation, she was planning to take a year off and 
work on her portfolio before going on to graduate school. 
Art has always been important for Kara, and it has served as an outlet for her, 
whether to relieve stress, relax, or simply to get away from what was bothering her. 
Over the past year, she had not been pursuing her artwork, and she had begun to realize 
that she missed it. It was becoming more important for her again; she took the 
Creativity and Change course as a way to help her get back to her artwork. 
Though she’ll occasionally write in stream of consciousness style to “get it all 
out,” for the most part she draws or paints; she remembers as a child that, “All I ever 
did was color.” In fact, art was so important to Kara that she remembers exacdy the 
first drawing assignment she had in the first art class she took outside of school in 
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fourth grade: “a candlestick with an apple next to it.” This is how she describes the 
role her art plays as an outlet: 
I think it’s just a release, like all anxiety, or anything that gets all pent up 
inside ... People have different ways. When people write I think it’s 
their release of getting anxiety out through the pen, and for me it’s to 
draw or to paint. It just clears my mind. It makes me happy. 
I want to do it [art] with kids, but it is my own outlet, something I love to 
do.... It is an outlet for me, and just dealing with people in general and 
dealing with my own stuff, I just think that it’s been a part of me and my 
personality for a long time that, when it wasn’t for a little while, I missed 
it. And I don’t think I’ll ever want to let go of it. 
When Kara spoke of how her drawing and painting makes her happy, she started 
laughing, as if to demonstrate the feelings art gave her. And, although she did not say 
so directly, in speaking of her father’s alcoholism and her parents’ divorce because of it, 
I got the feeling that her ability to express herself through her art played an important 
role for her during those experiences. 
At the beginning of the semester Kara wrote, “Creativity to me is looking past 
the obvious to extract a deeper meaning. I believe everyone is creative, they just need 
to find their individual way to express it.” At the end of the semester, in our first 
interview, she added that it was: 
Something personal, like a feeling or whatever that is somehow expressed 
outwardly. I definitely think it all comes from inside to begin with and 
then once it’s out I think it may inspire other people. 
About change, Kara feels that if you want to change, you need to work at it. As 
far as creativity and change go, she says, 
I think that you need creativity for change to happen ... you need fresh 
ideas, you need new minds.... I definitely think that change doesn’t 
occur without it. I don’t think that it’s possible-Somebody has to 
have some creative idea that people might think is absolutely ridiculous at 
first and then, like, wait a minute, makes sense. I think that’s how it all 
comes about. 
She also says that if people “did all these ridiculous things” - referring to some of the 
sillier creative problem-solving, mind-stretching, and brainstorming techniques that we 
had used in class -- they might actually find ways to “get rid of gridlock ... they might 
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actually come up with something. I think they’re stressed out that they don’t ever think 
about it.” In her final project paper she wrote. 
In general I believe that creativity is a needed part in bringing about 
change. It gives people hope and allows new ideas an opportunity to 
work. When people keep an open mind anything is possible and the most 
difficult problem could eventually be solved. 
When I think about my own place in creativity and change I always see 
myself with children. I believe that we must start with them for real 
change to come about. The years go by so quickly, so we need to start 
early, their imagination is limitless along with their hopes. I want to be a 
part of encouraging that and allowing them to believe that they 
themselves can make a change. My optimum goal is to use creativity and 
change to encourage the children that will be the future change agents. 
Kara thought that the class and techniques helped her to open and clear her 
mind, to be able to see and weigh different aspects of a problem, and see others’ points 
of view. She felt that it was a release in itself; particularly useful were the visualization 
and meditation exercises. Relaxation is important to Kara - she mentions often how 
doing artwork relaxes her — and learning relaxation techniques both in class and in her 
Mid-Semester Creativity Project (using a book, Drawing with Children) was a good 
experience for her. About this project, she wrote that she thought it would help her in 
her future art therapy work with abused children. 
The drawing process itself, when I am into it, can completely bring me 
back to my childhood and I become excited about everything I’m doing. 
After going through this process I feel that I could attempt to draw 
anything and attempt to teach anyone to do the same.... I now feel more 
sure of myself and my ability. I’ve never felt that I couldn’t draw but I 
feel that this process has enhanced it. 
I thought this book would allow me to go through the process both as an 
adult and a child. I was learning to teach but I was the student. It is an 
incredible feeling when you draw something you didn’t think you could, 
but it is just as incredible when you support a child to do something they 
think they can’t do and they succeed. 
Before she took the course, Kara thought of creativity just on the personal level. 
Even though she wants to use creativity to help children, she had only “concentrated on 
the one-on-one with the kids.” Now however, after taking the class, she is beginning to 
look at more of the “bigger picture” surrounding the larger social issues connected with 
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child abuse, and sees that someday she will probably become involved with 
organizations that are working on the problem, something “that I had never even 
thought about before.” 
Later, during our second interview, she’d thought even more about this bigger 
picture. “I’d like to eventually be involved in it [art therapy work with abused children] 
on a bigger level, and maybe do some type of seminars for parents.... I thought about 
how I would want to more than just help the children out [but also] make more people 
aware of it and more open to it.” Creativity would play a part here too, as Kara could 
see herself using techniques like visualization with those parents. She sees another 
place where creativity and art will continue to play an important role in her life: 
speaking of her future work with abused children, she says that since it’s such a high 
burn-out field “because it’s so emotionally hard to do_I’ll need it [doing her own 
artwork] for my sanity.” 
Between our first and second interviews, Kara took a child development lab for 
a psychology class. For her project there, she worked with a classmate who was 
interested in dance therapy and together they went into a local elementary school and 
did a project with a small group of kindergarten students. Their goal had been to 
connect self-esteem with the art and dance projects they did. Even though they were 
unable to actually measure any changes in self-esteem among the children (they were 
only there a short time), Kara observed that after just four visits “they got a lot more 
comfortable with us” and were “more honest.” This encouraged her in her future career 
goals, that she would be able to make connections, effect change, and have fun with 
children through art. 
And the days that I come across people that I just want to shake them and 
say “Wake up!” Because maybe I see what they don’t or they’re not 
ready to see. I think that’s why I want to work with kids too, because I 
want to get to them before they get too screwed up, and I think with 
everything that I’ve learned and everything that I’ve been through with 
my parents and stuff, that I can help them. I believe that I can. I believe 
that I should do it. 
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This is all in the future for Kara. At the time of our interviews, she was 
primarily focused on finishing her undergraduate degree, building up her portfolio, and 
getting into a graduate program. “I don’t see myself as this big problem-solver right 
now,” but definitely sees that she will be a change-agent in the long-term when she 
works with children. “I think I have an effect on them ... even if I don’t see it, and it 
makes me feel good.” 
Dan: Creativity and Entrepreneurship 
Dan is a musician, poet, artist, computer animator, and entrepreneurial studies 
major. As a Bachelors Degree with Individual Concentration student, this was a self- 
designed, independent major. He explained that he wasn’t a School of Management 
major because he didn’t want to “conform,” and that “I really wouldn’t be happy with 
my education if I had a very limited scope as far as what I could learn.” And this sense 
of not limiting himself, or not conforming, was also how he felt about creativity. 
At the time of the study, Dan was twenty-one, and a senior planning to graduate 
in the Fall of 1995. He had already owned and run several small businesses, and when 
we spoke by phone for the second interview, he had just gotten a summer job doing 
multi-media computer work. 
There doesn’t seem to be a contradiction for Dan between his two different 
pursuits of art — playing drums and guitar, writing poetry and song lyrics, and drawing - 
- and business, with the “rigid mind frame” of his accounting and marketing classes. In 
fact, to the contrary, it seems to create a nice balance for him in his life. He finds the 
creativity inherent in his business aspirations, and the application of his business skills 
to his creative endeavors, such as playing the drums. 
You need to include everything with anything. As far as playing the 
drums, you can’t just hang out and party and learn how to play the drums. 
It takes a certain amount of discipline, that sort of determination that’s 
evoked in business classes. Like, you’ll get there, one day, if you put this 
much effort into it. 
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And the flip side of that, I would say that a lot of those [business] classes 
don’t allow for the type of thinking that can be generated while you’re 
doing other things, like working on computers, decision making, learning 
how to troubleshoot.... You can’t really generalize ... but for the most 
part I would say that those classes don’t really foster that type of learning, 
that type of looking at things from all different kinds of angles. 
Even though he doesn’t think creativity can really be defined, he sees it as 
anything that results in a novel or different idea. He also notes that “being novel is sort 
of like a utopian concept, it’s something so many people strive for, but not necessarily 
attain.” He then revised his definition to say “as profoundly novel as possible.” 
Hearing others’ different interpretations of creativity “opened some doors.” He said 
that the Creativity and Change class helped him a lot as far as being able to put some of 
his personal stresses aside, stress being a major creative block for him. Also as a result 
of taking the class, Dan said that he felt like he was “more in the driver’s seat.” 
I felt a little bit like I was always really limiting myself, previous to it [the 
class], but then hearing different interpretations and different experiences, 
I felt like I really shouldn’t be feeling as limited, as far as actualizing 
potential, things like that.... I guess previous to the class I was always 
thinking in terms of this big standard, this artistic standard.... And I 
guess that pressure sort of changed a bit, like, if it bothers you so much 
why don’t you just change the way you think about it and do it. 
Definitely hearing what other people have to say was a big factor. 
Dan doesn’t understand “the starving artist thing”; he wants to be creative and 
successful. He has a confidence and a sense of perseverance and determination that he 
will reach the goals he has set for himself. He attributes this to his upbringing: 
My parents were sort of impoverished and grew up in New York City, so 
I have that sort of sense of, if you persevere and are determined enough. 
... It takes a little bit more work sometimes, but I definitely have the 
power to do anything really that I want. 
He believes that one has to be creative to make change, and hopes to someday 
own his own business, where he could effect change by helping people, both through 
“charitable acts,” as well as by “ensuring that everyone gets a fair shot.” Civil rights, 
equal opportunity, and affirmative action are very important to Dan, who wants to be 
able to “always judge people on their capabilities, their person,” not on their race. 
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gender, and other attributes. He would also “like to have made it far enough by the time 
I’m forty to just spend my time helping out people.” 
I guess to facilitate change, you need a certain amount of creative ways of 
thinking, innovation.... Whether it’s programs, or advertising, 
demonstrating to people what you’re about. People say there’s only 
words, there’s only so much you can say, but actions of the company 
definitely do reflect where people stand. 
I think one of the greatest ways I’ve seen ... is, the way people are 
creative about how they change people’s perception. There’s always this, 
oh, well. I’m not prejudiced but, you know, it exists in everybody, 
whether it’s just socialization, and I think the creative end of that, I think 
it takes a lot of creativity to be able to, say, develop a video or a tape. I 
think Martin Luther King’s speech was very creative, with the “up on the 
mountainside” and all of those pictures.... it’s so powerful, it’s like 
words of wisdom. I think creativity is involved getting the information 
out to the people. 
He referred to a “Prime Time” video, “True Colors,” which depicted the unequal 
treatment received by a Black man and a white man, even though everything else about 
them was equivalent. 
It had definitely a big impact on me, I thought that was creative.... I 
think getting accurate assessments out to people, in a creative way, where 
people will sit there and watch it, cause a lot of political media doesn’t get 
attention from a large portion of the population. College kids included. 
So, I guess the way just to get the information out would be creative. 
What is the connection between the entrepreneurial and creativity? Dan gives 
the example of Antonio’s, a very popular local pizza place. “I think he’s really creative, 
putting things you’d never put together, like pineapple and ham.” He cites not just 
Antonio’s innovative ideas for pizza toppings but, just as importantly, his willingness to 
try it, to take the risk. 
There’s all sorts of things within the business that are creative.... I think 
the ways I would be able to put things together, would be the way it 
would be creative, I think even getting a bank loan you have to be a little 
creative ... even ways of getting venture capital... you have to give 
people the feeling that you are creative, and that you can last, and this 
isn’t just a fleeting idea.... I think you have to be very creative and very 
persuasive.... I think creativity for any type of entrepreneurial endeavor 
would include ways of putting things together. 
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As a future entrepreneur, Dan sees the connections between job satisfaction and 
creativity — if he is unhappy with his job, he is less likely to be creative. He feels that a 
rigid mind frame, high stress, and too much pressure and criticism from others block his 
creativity and innovation; his outcomes can be more positive if he puts his stresses 
aside. He also sees a connection between emotional state and creativity: when he’s sad, 
it’s easier for him to express himself through poetry, and when he has “energy and 
things are going great, it’s a little bit easier to play the drums. I never find that I want to 
write when I’m in a great mood.” 
On a personal level, he enjoys the sense of fulfillment and accomplishment 
when he finishes a product. 
On one end of it you feel like you’re deriving fulfillment from grades and 
mobility and stuff, but I realized that the deeper, spiritual fulfillment 
never ever comes from those things. I just sort of realized ... that you get 
a certain kind of fulfillment that you can’t get in other places. And once I 
think you get over the initial frustration, like the initial hurdle, it’s a lot 
easier, because you know you’ve done it before, you know you can do it 
again, you have sort of a track record already. I wouldn’t say I have the 
most confidence of people I know in doing those things, but to just get 
past that first part is the biggest, the most difficult I think. 
Dan’s strategy for getting past that first part is one that could be used in any situation 
requiring change: 
I took it step by step ... I changed the way I thought about it and took it 
day by day. And just changing that allowed me to put less pressure on 
myself, allowed me to feel like I was getting something accomplished. It 
was day to day, it wasn’t very quick, but I was getting there. 
From his experience in going “cold turkey” and quitting smoking cigarettes a year 
earlier, Dan says, “I definitely have complete control over changing things in my life.” 
He also sees the creativity inherent in making such changes. 
You really have to be creative in the ways you think about it. You can’t 
think about it the same way anymore.... If you can think about things, at 
so many different angles, it’s a little easier to make changes, like big 
adjustments, and just turn things around for yourself.... You can’t really 
make change in your life without [creativity]. 
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As far as changing things or solving problems go, he feels a part of that is “knowing that 
there aren’t limits ... limiting yourself can be detrimental, because once you start doing 
that, then you do it in other areas of your life, and then you’re just not getting 
anywhere.” How is he learning not to limit himself? By hearing other people’s 
viewpoints: “You know that there’s always another angle of looking at something.... 
having other people as a point of reference helps new ideas.” 
The structure of the weekly class was something that Dan appreciated; it kept 
him focused on creative activity. For his Mid-Semester Creativity Project, he explored 
his poetry writing, and read aloud a poem he had completed to the class, who responded 
very positively and encouragingly. 
The mid-semester project was good for me because as I said, I’m pretty 
critical of myself and poetry is a hard thing to show somebody, and I had 
a chance to do that, which was sort of a stepping stone. Also, well I 
figure if I can’t even show it to one person, might as well just read in 
front of a bunch of people, you know, sort of a hurdle I guess. So that 
when I wanted to do other things like read it to somebody else ... it 
wouldn’t be so hard all of a sudden.... That poem I wrote for the mid¬ 
semester project was the first one I was satisfied that I had completed in 
awhile.... I guess the accomplishment more than anything sticks out. 
In the conclusion to his paper, he wrote, “I now know, just by one poem that I want to 
share with others, that I have the ability to make something work if I want it bad 
enough.” That would seem to be a sentiment that he will be applying to other parts of 
his life as well. 
Creative Christine: The Inner Child 
One of the first things Christine said to me, laughing, when we started our first 
interview was, “I’ve never had an interview before. Makes me have power!” When I 
asked her how it felt like power to be interviewed, she responded: 
Well, it feels that my ideas are valuable to someone, and that’s basically 
what I want to do with the rest of my life ... share my ideas with other 
people, and have people listen to my ideas [and] learn. 
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This commitment to sharing her ideas and facilitating change in others, through 
education, is a lot of what drives Christine in her ambition to become a teacher. 
Christine originally took the Creativity and Change class because she had just 
dropped a class and “desperately” needed another Education course that fit her 
schedule. Although she had always considered herself creative as a child, at this point 
she did not really think of herself as a creative person. 
At the beginning of the semester, as a way of getting to know each other, the 
class participated in a “name game,” in which each student was to describe themselves 
using an adjective that started with the same initial as the first initial in their name. 
Christine introduced herself, with some laughter, as “Creative Christine.” Then, part 
way through the semester, she began signing her assignments as “Creative Christine.” I 
asked her about this. 
I guess it’s a way of letting myself know that I really do feel I am creative 
... I mean, my self-esteem has just been shattered so badly that I can’t 
really say I’m creative, but I can write it. And I think that even writing it, 
writing Creative Christine, isn’t me who’s really talking, it’s my inner 
child who’s writing it. Because I still can’t believe that, but my inner 
child has faith in me, and she knows that I can work things out. So, I 
guess really, part of my own inner child communicating and saying, hey, 
you know, before you write Christine, you write Creative first, then you 
can do whatever you want with your name. 
Christine was twenty-one at the time she took the class, a senior majoring in 
English and planning to go to graduate school for Education. She wants first to become 
a teacher, working with minority students, then a principal and eventually a school 
superintendent. Her major objective in this is to become involved in transforming the 
educational system, including combating all forms of prejudice and discrimination. 
Giving young children the proper education is not only in math, science, 
and English and all of those subjects we think are so important, it’s 
educating about society, about who they are ... enlightening other 
students and other people, of the realities they might not be in touch with 
... opening up their minds to different possibilities, to see things in a 
different perspective, to see the world in a different perspective. 
I’m also enabling them to find their own creative ability, so they can feel 
powerful, because if they can’t feel powerful, if they can’t find their 
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creative ability, they’ll never find the power to change.... The creative, 
the writing process, made me realize that I did have the creative ability, 
[it] gave me the power that I needed.... So that gave me the power to be 
motivated, and to be willing to be determined to change. 
So basically, I can’t tell my students, all right, now this is the problem, go 
ahead, good luck with your lives, good-bye, have a good semester. I can’t 
do that I have to tell them, all right, this is the problem, but you can do 
something about it, and before you actually try to do something about it, 
there’s some steps you have to take, and the first step is finding your 
creativity. And, just making every student realize .. .that they have the 
creative ability within them. And if everyone had the creative ability 
within them, I seriously do not believe that there would be so many 
problems in society. 
Christine grew up, as many young people do, not questioning any of the beliefs 
her father instilled in her. Taking social justice courses at the University changed a lot 
of that for her. 
My dad is very prejudiced.... I want to confront my father on the fact 
that I’m no longer this Republican who is only a Republican because her 
mother and father are Republican. I’m a Democrat because I’m a liberal, 
because I can see what’s happening around me, I’m educated.... I’m 
going into education, so I have to be open-minded. 
What changed it for me was, it was election time ... and I was saying, 
I’m voting for Bush! You know, he’s great! Why should I be paying all 
these extra taxes, all those poor people, I don’t care, they’re lazy. I was 
saying that, cause that was the information I was given, as a young child. 
If you’re lazy, if you don’t study, you’re going to be out in the streets. 
Now when I started taking [social justice] seminars, especially Classism, 
and started reading some of those things in the booklet... it really really 
got me furious.... After I took the Classism seminar, it got me thinking 
about my own beliefs.... So I guess it’s the fact that I educated myself 
that got me to be a liberal. I used to believe everything my father said, 
when I was really young, because he was my father, you know, who else 
should I look to? [Now] mostly everything that my father believes, is 
totally opposite to what I believe in. 
That’s why I’m so determined to educate others as well, because 
sometimes parents don’t do a really great job at educating their sons and 
daughters, sometimes they give them false information. If I knew that I 
couldn’t change the world, I wouldn’t want to teach. 
Christine refers often to her “inner child,” which was the focus of her Mid- 
Semester Creativity Project. Literally on the day that the papers were due, Christine 
decided to change her project from the journal she had originally planned to hand in and 
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start over, using Linda Capacchione’s The Power of Your Other Hand, a writing process 
using the non-dominant hand as a tool for getting in touch with one’s inner self, or inner 
child. As the instructor, I was glad that I had created the class with enough flexibility 
that her due date could be extended, so I loaned her the book when another student 
returned it to me. The project had a dramatic impact on Christine; it was in many ways 
a transformational process for her. I asked her why she had changed her mind at the last 
minute. 
It [the first journal] wasn’t a risk. It was something that I was too 
comfortable doing. It was something that I always used to be doing, 
writing journals. I wanted to challenge myself, I wanted to get those 
triggers that I felt within me. Yeah, maybe if I had stuck with my original 
idea I would have handed in the paper on time, but I still don’t think that 
that’s the whole point. 
When you first talked about [Capacchione’s] book, well this talks about 
finding your inner child and all that, something inside me went, yeah, 
yeah, I want to do this. And I didn’t know why I wanted to do it so badly. 
But I guess because my inner child was saying this, and then when I 
asked her again the day before, it’s like, no, I don’t want to hand in the 
journal, I still want to do this inner process. And I was like, since 
everyone else is handing theirs in, then Dvora’s obviously gonna have the 
book, so I can have the book.... It just happened ... something inside 
told me, you’re going to do the inner process work. 
I hated it at first, I was just miserable with it. But, when I read it over, 
and I was done with some of the exercises, I started putting two and two 
together, it just made so much sense. It feels that I’ve created something 
and I’ve accomplished something in this class, rather than just taking a 
pass for the three credits. 
There were times that Christine said it felt like someone else was writing, “like 
someone else was actually taking my hand and helping me to write.... I mean, the 
writing felt different, the reading felt different. The process through which my inner 
child expressed herself versus the process through which I need to express myself was 
different.” 
This inner child which Christine began to get in touch with was a part of herself 
that she had closed off ten years earlier at her mother’s death. She equates this inner 
child with her creative self: “She’s the one who’s creative.... She told me ... you will 
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never be able to be creative unless you start loving me, and you start caring about me.” 
In her paper, which she titled “A Journey with an Unknown Cause,” Christine wrote: 
I never knew I had an inner child. A lot of times I’d talk to myself and 
someone would answer. Someone with a softer, younger, more delicate 
voice than mine. Someone whose voice was supportive, caring, and 
sometimes confrontational. I always knew there was a voice, however I 
didn’t pay any attention to it. 
Usually, when a person sees a book they are interested in, or they have a 
lot of questions and a certain book answers the questions they have, they 
become curious and start reading the book in search for answers. Well, 
the exact opposite happened to me. I was scared. It was a bad feeling I 
had. Something kept telling me not to read this book_The deadline 
for the project was rapidly approaching. I found myself having no other 
choice but to come face to face with that “inner child.” 
What I liked ... was that I didn’t have to think about anything. I wasn’t 
even aware that I was thinking. My left hand just made out the letters. 
This was exciting because it felt as if I had two personalities; indeed I did. 
My personality, and the personality of my inner child.... It seemed that 
my two hands were at war with each other.... When my left hand 
became very angry, my handwriting got bigger and to my surprise much 
clearer. 
The image that came to mind as I thought of my inner child was an image 
of a ten year old little girl, hidden in a closet all alone. She had dust all 
over her, and all these other bags were piled up on her. She was crying. 
Her cute little curls hid her pale dirty face. Instead of helping her, I sat 
there and watched as she cried. I didn’t want to help her.... She was 
indeed the orphan whose mother had died when she was ten. Before that, 
she and I were one mind, one body, and one personality. When my 
mother passed away however, I was forced to enter the adult world, and 
the adult world was unable to accept this creative, pure, and playful little 
girl. I was forced to leave her behind. 
She concludes: 
By the time my inner child was done talking, I had started removing all 
the bags that were on her shoulder.... She told me she wanted to have a 
voice again.... I must forgive my inner child. 
What a great closing paragraph this would be if I said that through my 
creative process I have accepted my inner child into my life. Well, the 
truth is I haven’t. Accepting my inner child will take a lot of work, a lot 
of painful memories, and a lot of courage.... By acknowledging its 
existence ... I am in fact admitting that I would like to help this child 
find its way into my heart again. 
And then, below her left-handed printed message “Thank you, I love you,” Christine 
concludes: 
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It is so hard for me to say I love you back, but I know that you are happy 
anyway. You are no longer in the closet alone, and you are no longer 
crying. 
Christine came into the class thinking of creativity as “writing novels, you 
know, just writing stories.” Now, she says, she still has no definition, because there is 
no one definition. “I mean, each person has his or her own definition.” She feels 
powerful because she is creative, and believes that everyone has the ability to be 
creative, to feel power, and to change. “If everyone had creative ability, there would be 
less problems in society.” 
As a child she was very creative; she wrote plays, skits, and short stories. Then, 
at the age of eleven, her mother died. She was forced to grow up in a hurry and take on 
adult roles, “which was cleaning the house, washing dishes, cooking, being a referee 
[between] my dad and my sister.... I didn’t consider myself as a child anymore.” Her 
self-esteem dropped dramatically, and she completely lost touch with her child-self. 
I just felt really negative about myself... yet there was something within 
me that kept on enabling me to express my creativity.... I could tell you, 
if I wasn’t creative, I would have never survived. Because if I didn’t 
write my feelings down, if I didn’t focus on my writing, I would not have 
been able to get my mind off of whatever happened. And I would have 
never been so motivated for change. Knowing that I’m creative is helping 
my self-esteem, it’s helping me get the confidence, and it’s just helping 
me get the power I need to change. 
Christine has always wanted to be a writer. “I think I could change a lot through 
my writing” -- both others and herself. She says that she can’t write unless she totally 
loses herself in it, and that it is actually her inner child doing it. 
Now, Christine makes a strong connection between creativity and change, 
whether in the context of teaching, writing, or in general, although when she first started 
the class she couldn’t understand the connection at all. 
That’s how I guess creativity and social change fit together, cause 
changing something is about taking a risk.... Just like any problem you 
have to be creative in solving it. You have to find a lot of ways and a lot 
of solutions. Creativity and change go hand in hand. So it’s just really 
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important to have that creativity, because if you don’t think you’re 
creative, then you can’t solve the problem. 
A lot of us are scared of change. And when we think of change, we don’t 
want that, because we’re not comfortable with it... And I just believe 
that, yeah, there are certain people that are going to be pessimistic, you 
know, negative about the world, and they won’t change it, they won’t try, 
and they’ll just sit there and moan and groan about how bad the world is. 
But, you know, if you actually do something about it, maybe it’ll get 
better.... I know I have power to change if I want to_I do have 
creative ability. 
One irony with Christine’s family is that, while they try to deny that she could 
ever effect change as a teacher, they also blame her education for the changes she has 
gone through. Between our first and second interviews, Christine visited her family in 
Greece. She arrived wearing a pink triangle “ally” button on her jacket, much to her 
father’s dismay. 
My dad [and sister] looked really really upset about that.... and they 
started talking behind my back saying how I had changed and how in 
Amherst and especially in the States everyone’s so politically correct, and 
I’d just been brainwashed to believe that gays, lesbians, bisexuals are 
good people ... and everyone should have equal rights. And my Dad was 
basically trying to tell me ... I don’t understand what happened, as if it 
was some kind of bad thing, that I had these ideas. And I tried to tell 
them about all my goals, and how I wanted to change the world. And 
actually my sister, she turned around and said, you know, you’re not 
going to change the world, you can’t change the world, one person can’t 
just change the world. Which is, you know, exactly how I felt before I’d 
taken the Creativity and Social Change class. Then when I took the 
Creativity and Social Change class, I had more hope that I could possibly 
change a little part at least of the world. 
The interesting thing is, after she had rejected everything I had said about 
change and how she said that nothing’s going to happen, and the only 
thing I do as a teacher was teach but as a teacher I wouldn’t be able to 
change the world, when she was leaving for London, she left a card for 
me, a good-bye card. And in that card she wrote, “I learned a lot from 
you being here ... and I learned that if there was one person who could 
change the world, it’ll be you.” 
Kajol: “My Story with a Writing Block” 
Language and cultural differences and changes have played a major role in 
Kajol’s life for the past few years. Born and raised in Bangladesh, speaking, writing, 
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and publishing in his native language of Bangla, he emigrated to the United States in 
June 1991, where he has since married and had a daughter. He says that his mother 
doesn’t understand “why I should be going from one country to another to find a job. I 
find this very exciting.” 
Kajol was the only Doctoral student taking the Creativity and Change class. He 
was in his second semester of coursework in the Center for International Education in 
the School of Education at this University. At the time of our first interview he was, as 
he said, “I have to count, probably thirty-eight.” Birthdays do not carry the same 
significance in Bangladesh as they do in the United States. 
Kajol is a cross-cultural trainer, and is particularly interested in literacy issues. 
An accomplished and published poet, short story writer, and journalist for many years in 
Bangladesh — his first poem was published when he was around seventeen or eighteen 
years old — he was struggling with his writing here. Though he was writing academic 
papers in English for school and had recently had his first English publication — about a 
women’s literacy class in Bangladesh — he had not written creatively for a long time. A 
major obstacle was the language; he did not yet know English well enough to be able to 
express himself creatively, and he had no audience if he was to write in Bangla — an 
important aspect of the writing process for Kajol, and one to which I will return. 
Writing in Bangla to translate or have translated into English was also problematic, if 
not impossible. 
It’s hard. I can’t find the appropriate words to express the subtlety.... 
[Bangla] is very ancient, you can see the poetry and drama. This form 
existed [for] three thousand years. So this language is very rich, a very 
strong tradition and heritage. 
[It] is very lyrical, and very poetic, and it has less functional stuff and 
more creative stuff, that’s my feeling. Of course, I have bias for my own 
language.... It’s full of symbolism and it’s almost impossible to 
translate. 
I asked Kajol if he thought that speaking such a poetic, lyrical language had an 
effect on his creativity. He said that he did not know for sure, that there might be some 
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connection, but that there might be other things about how he grew up that had affected 
him creatively as well. 
I think these two cultures are very different, and in Bangladesh I grew up 
in a rural village where there were no cars and no, nothing.... So, that’s 
the environment I grew up in, and very calm. There’s a difference in 
terms of physically living in a place like Bangladesh and here. If I live in 
my village I don’t get to listen to any car noise or sound pollution or 
anything.... And people have some work to do, [but] there is no office 
culture.... So, the major difference I am seeing, this society is a very, 
probably capitalism makes people do work, to make their living, and 
everything is kind of very functional, very functional. 
So here the whole culture is very functional, that’s my understanding, 
people are consciously trying to create their career and things like this. 
I’m not saying this is bad or something like this, it’s different. And I have 
a feeling that it does not allow people to reflect a lot, because there is not 
really much time for reflection. 
I’m learning to work under pressure, that’s a really new thing, culturally. 
The kind of writing or kind of work or kind of task I do here, it has a 
functional kind of, utilitarian, you can use it, but we don’t create anything 
which you can’t really use. Do you understand what I said? Okay, I 
came here and I was supposed to work writing a proposal, and I know if 
we can write a proposal we get some money eventually and it has a very 
functional effect [on] our life, we are employed. But I do not come here 
to think and spend a couple of hours doing nothing ... that’s not the kind 
of thing I’m doing here.... At home I spend more time thinking and 
reflecting, because life is a lot easier for me [there]. 
There is both the cultural difference in terms of language and the time and space 
available for creative work, and a class difference: at home he did not have to depend 
on what money he made working, because his mother took care of his expenses. There 
may also be a cognitive cultural difference: on several occasions, Kajol wrote or spoke 
about his difficulty with linear thinking and linear processes. Apparently, his own 
culture and language, and his learning and thinking style are more holistic, which 
mirrors the different thinking styles of the right and left brain hemispheres. 
Even in his Mid-Semester Creativity Project, using The Artist's Way by Julia 
Cameron, Kajol experienced cultural blocks and differences. From his paper: 
The major block I faced in terms of using this particular book was the 
linear arrangement of activities. Many times, I found myself struggling 
very hard with my psychology in order to follow the logical order of this 
book.... I avoided many activities because I found it impossible for me 
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to implement. There were many other activities, I perceived as very 
much embedded in one culture. Due to my lack of familiarity with that 
particular culture, I felt reluctant to implement those activities. The 
activities I loved were writing “Morning Pages” and “Artist Date.” I 
loved these two activities because these were non-linear. 
“Morning Pages” are “three pages of longhand writing, strictly stream of 
consciousness.... There is no wrong way to do morning pages” (Cameron, 1992, p. 
10). The “Artist Date” is a “block of time ... especially set aside and committed to 
nurturing your creative consciousness, your inner artist” (Cameron, 1992, p. 18). 
As I mentioned, having an audience has been an important part of the entire 
writing process for Kajol, an aspect that has been absent for him since he came to the 
United States. Writing poetry, he says, is a “whole process,” from the first couple of 
words picked up alone, to the completion of a poem, to reading it to friends, getting 
feedback, and having it published. 
Poetry is a session, or ceremony.... Here, I can’t have those kinds of 
processes. When something is coming up in my mind I can’t have 
somebody to talk with, because it’s a different language environment. 
And if I talk with somebody I have to translate it and usually people do 
not understand, because there’s certain things which are so full of nuances 
and double meanings and the tempo, I mean, it’s very hard to translate ... 
so those kinds of processes don’t take place here. 
When you say the word poetry, we visualize something written in a piece 
of paper or something published in the page of a journal... But if we 
think in a different level, there’s a huge process behind it, and a huge 
process after you are done writing. It gets published or you get critiqued 
or people read it and people make a joke out of it, and all these things are 
kinds of responses you have to take within yourself, and you rewrite or 
you improve and things like this. So here it seems like if I write poetry, I 
have to process everything by myself, there is no environment with whom 
I interact, so it’s very hard to do it. 
I think a lot why am I not writing ... is that when I used to write poetry, 
probably there was an audience, there was the face of an audience, the 
image of an audience in my mind, to whom I was targeting my writing. 
And now I do not have the image of an audience, because I don’t think I 
have any success communicating with an American audience. 
Immediately after this discussion, we discussed what it was that had stuck with 
him the most from the course. Interestingly, it was his Mid-Semester Creativity Project. 
particularly the Morning Pages, which are written for the sake of writing and have no 
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audience. Kajol titled his paper for this project, “My Story With A Writing Block,” and 
wrote: 
My mid-semester project is my struggle to understand the creative 
process.... My effort for comprehending the process turned out to be a 
saga of the ways I dealt with my blocks. At this point, it is difficult for 
me to claim any success. However, I was immersed with the process 
which led me towards a kind of consciousness. I was familiar with the 
creative products, but I have not experienced the process consciously 
before. 
His process of coming to terms with his writing blocks was very interesting and 
revealing. He questioned whether the barriers were really barriers or whether they were 
excuses. He questioned his need for the “right kind of environment,” reminding himself 
of times he had written successfully without such an environment, once even when “I 
did not have a working table.” He also questioned his lack of proficiency with the 
English language, reminding himself of how he had at one time had to learn the written 
style of his native language, which was different from his oral dialect. Translated from 
Bangla, in which he had originally written many of these pages, was the following 
observation: 
But it is possible to learn the strategy of expression in English if I had a 
strong motivation to express myself in a creative manner. So, it is 
definitely not the English language but the motivation to articulate in this 
particular language. So, I must investigate why I am not interested to 
create something in this language. I believe, once I have the energy to 
communicate, the language will follow. 
After this reflection, Kajol began to write Morning Pages almost every day 
without difficulty. He used them to write about himself, the problems he faced in a new 
cultural situation, his worries and tensions, the ongoing problems of writing, his job 
search at the time; he even used them to plan and organize a training program, and as a 
tool to help him write some of his papers for classes. 
I wrote several times and experienced that the flow of my inner strengths 
was washing away the heavy stones of tensions.... The Morning Pages 
worked as a channel for releasing negative emotions.... [They] provided 
me an opportunity to interact with my inner self. I was able to talk to 
myself about certain issues which I am not comfortable to discuss with 
anybody else. 
103 
What he liked about Morning Pages was that they didn’t have any structure; 
didn’t require “grammatical correctness,” linguistic strategy, theme, or topic; and they 
didn’t have any reader. “You can write any damn thing you want.” And, of course, it 
was a non-linear process: “The non-linear nature of the Morning Pages helps a writer to 
capture the complexity of ones’ thought process.” Since one of Kajol’s difficulties in 
writing creatively had to do with a lack of audience, he was thinking of ways of 
applying this technique, which has no audience except the writer him/herself, to his 
creative writing which, for him, is poetry and short story. 
Actually, Kajol had not been that involved in creative writing for some time 
before he came to the United States. As a young man, he had published quite a bit. He 
then made a transition and began to focus more on a profession, first as a journalist, 
then as a literacy and community development person and cross-cultural trainer. “I put 
all my energy into becoming a real good professional... and I lost my creative side, 
because there was no time to write.” One result of this is that Kajol has been using a lot 
of creative approaches in his training, such as visualizations, role plays, theater, and 
brainstorming, as well as recognizing the necessity for creativity and flexibility when 
teaching in an “emergent situation” such as a classroom. “Probably training became 
another outlet for my creativity.” He also says that, in spite of all the many reasons, 
blocks, and barriers that he has described, that he’s not really sure why he stopped 
writing. “That’s dark, and I’m not sure I can explain the whole thing.” Now he wants 
to find a way to combine his writing interest with what he does professionally, like 
training, adult education, or community development. 
Kajol has primarily thought of creativity as writing poetry and stories — they are 
“more pure forms” and require a more intense type of creativity. He has made “a sharp 
distinction between my creative self and my functional self, as a professional, for many 
years.” 
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Recently I’m learning that it’s possible to redesign my training stuff, and 
reorganize it in a creative manner. And I’m learning that you can be 
creative while you are living in your family, or interacting with your 
colleagues in an office atmosphere.... Previously I used to make a sharp 
distinction between, this is my creative arena when I am writing poetry, 
and this is not creative.... I’m trying to change my attitude and the small 
things which are related to my living can be creative. 
Kajol knows first-hand the connections between creativity and social issues. His 
short stories in Bangladesh dealt with some of the controversial social problems in his 
country, such as women’s literacy (the mullah, the Islamic priests, do not think it’s 
acceptable for women to be literate) and the decline of feudalism in Bangladesh. Kajol 
was in the unique position of being able to write about feudalism from the vantage point 
of one bom into a feudal family a year after feudalism was abolished as a political and 
economic power and, at the same time, as one who considered himself more a part of 
the commoners. An interesting aside here is Kajol’s observation that, although the 
feudal lords were certainly an oppressive class, they were also the patrons of the arts, 
encouraging art, literature, and music. 
Sol was getting those kinds of feedback and becoming controversial; 
people hated my writing, and I enjoyed that too. I mean, people wrote 
nasty letters, and it was okay for me, because I was able to create some 
impact on people’s minds. So that’s one of the time periods I went 
through and that’s the glorious part of my life and now I do not have these 
things and that’s one of the things, I don’t find a lot of motivation to write 
for myself. Because when I write I try to communicate with others, and I 
do have something to say and I try to get my message across. 
One of the outcomes of taking this class for Kajol was that it helped him to think 
in different ways about creativity and some of the techniques we used. He adapted one 
problem-solving technique and, while having trouble trying to write a large paper, 
started with the conclusion and worked backwards. This process triggered another idea 
for him. He suggested to his wife, who was writing her dissertation at the time, that she 
approach the writing more as a “popular theater,” or a novel. “Because thinking of her 
dissertation is a kind of tension producing thing, so don’t think of the dissertation, think 
of something novel, or something from theater or drama, some other form, which I am 
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assuming will not produce a lot of tension, because you are not obliged to write that if 
you don’t want.” 
Kajol feels empowered if he is moving towards a goal, even if he doesn’t 
achieve the whole thing, and he definitely sees himself as a change-agent, although he 
does not see that he will be making any major social changes alone. 
I think I’m capable of making change, but it has it’s own limitations. I 
don’t think I can change American foreign policy by writing a couple of 
articles. I mean. I’m not that ambitious. There are many things I can’t 
change, I understand clearly, but there are little things I can change, 
where I work, interacting with my colleagues, and I try to influence them. 
These are all collective processes, I can participate with others to make 
some change. I don’t think individually I’m capable of making changes. 
So I’m looking for opportunities, and it depends what kind of opportunity 
you have.... And I came here, I’m living in this country, I like this 
country, and here is a lot of suffering ... and I would like to do something. 
So whenever I will have a chance, I would like to explore. Like I am 
planning to participate in a mediation training, conflict resolution ... Back 
home that’s one of my roles in my village. 
And how does creativity fit in with making change? One of his ideas is to use 
visualization to envision the change. “It is where you perceive what change is going to 
look like. I think if I can visualize things, I can move [in] that direction, that’s the way I 
see the uses of visualization, in terms of making any changes.” Another way is: 
Strategy. You know, people are always against change, consciously or 
unconsciously, we all are against change ... so when you are trying to 
change something, we should be expecting there will be some resistance, 
there might be a lot of resistance. So it requires you to find a strategy, 
and if you used strategy [that] is creative, there’s a chance you can be able 
to convince people for positive change. 
Kajol knows first-hand about influencing others, and using his creativity to do 
so, through the many stories he wrote and published in Bangladesh. Hopefully he will 
write such stories again and they will be available in English. Meanwhile, he has gotten 
his chance to be a more active change-agent now, although not in this country. When 
we met for our second interview, Kajol and his family were about to leave for Laos 
where, besides starting from scratch learning yet another language (Lao), he will be 
directing a large training program. All of these on-going changes in his personal and 
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social realities (“both are kind of interconnected”) have been a challenge. “I’ve been 
evolving every day, in order to adjust and re-adjust with a new kind of reality.... And, 
in order to deal with those kinds of issues, I have to be creative.” 
Person: Summary 
While each of these six student/participants have unique experiences and views 
of themselves related to creativity and change/transformation, they also have a number 
of similarities. It is very important to all of them that they be able to express themselves 
creatively in some way. For many of them, creativity had to do with looking at 
different viewpoints and perspectives. Each of them sees some way that creativity plays 
a role in making intentional change, and that transformation requires some elements of 
creative thinking and/or action. Several also see a connection between creativity, 
transformation, and empowerment, or self-control. Both Dan and Eileen, for example, 
experienced their own sense of power and self-control when they quit smoking 
cigarettes. 
Product: The Course Projects 
The Product section will discuss the four major products that came out of the 
class: the Risk Project, the Arts for Change Project the Mid-Semester Creativity 
Project, and the final Creative Change Group Project (all the project descriptions as 
used in the class are in Appendices C, D, and E). Of course, in that these assignments 
involved personal reflection and much of the students’ learning was more process than 
product oriented, there is an unavoidable overlap and connection between Product and 
Process. 
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Risk Project 
The purpose of this project was to encourage risk-taking behavior, reflect on 
one’s barriers to taking risks, and explore ways to apply these learnings to other areas of 
life and work that may feel scary and risky. Students engaged in a variety of actions, 
most of them planned out specifically for this project; a few were rather spontaneous. A 
number of the students wrote in their papers that the risk they chose was something they 
had always wanted to do, or had been thinking about for awhile. In most of these cases, 
students engaged in risk-taking behaviors and actions that, judging from their 
comments, they most likely would not have done had they not had this assignment to 
complete. Apparently, it was the extrinsic motivation of the assignment that enabled 
them to carry out their plans. 
Although to an objective outsider some of the risks students chose to do may not 
appear to be all that risky, to the individuals involved, their actions required a great deal 
of risk. As Cathy put it, “To anyone else these risks may seem trivial but they were 
important to me.” 
Some of the risks involved confronting an authority figure. Peter met with a 
teacher to discuss a “D” he’d received on a paper, while Jordan A., in spite of feeling 
intimated by a particular “celebrated professor,” wrote a letter to him outlining the 
points in his recent lectures with which she strongly disagreed. Her risk also included 
confronting blocks, fears, and insecurities around the writing of the letter itself. Others 
involved personal confrontations: Anne told a troublesome housemate to move out, 
while Eileen B. told her mother that she was living with her boyfriend. 
A number of the risks involved trying or doing something totally new. Some of 
these had to do with changes in appearance or habit. Always very conscious of her hair 
and careful that it looked just right, Lorraine B. decided to just let go, go to a new 
hairdresser, and tell her to do whatever she thought would look good. Also using her 
hair for her risk, Cathy had wanted to dye hers for years but had always chickened out; 
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the project gave her an incentive to finally do it She also decided to forego her usual 
jeans and dressed up for classes. Susan A., who wrote that “I live on bagels, cereal, 
yogurt, and the such. The most cooking I do is pasta with jarred sauce,” cooked a real 
meal for herself, breaking a perceived limitation that she couldn’t cook. Other risks that 
involved doing something totally new or out of character were in social situations: Dan 
B. wrote that he’d been wanting to meet new people but that he’s shy in new situations, 
so he pushed himself to go to a party where he didn’t know anyone. ‘“Can I buy you a 
drink?’ was the phrase that I thought I would never ask a guy,” Mona wrote, having 
done just that for this risk project, in spite of her fear of rejection or embarrassment. 
And Teri shocked her friend and herself by acting on impulse and telling him of her 
romantic interest in him. 
Other risk projects involved confronting a long-held fear or block. Beth A. 
wrote, “I’m not a very vocal person and an even worse writer”; she wrote a grant 
proposal for the summer camp at which she worked. For Kara B., “Talking to strangers 
on the phone makes me a nervous wreck.” Then she learned that, in her new capacity as 
a research assistant she would have to “contact potential subjects, on the PHONE”; this 
assignment became her opportunity to confront that fear. The last time Christine B. had 
dressed up for Halloween was in sixth grade, the Halloween before her mother died. 
“Dressing up was only for kids, whereas I was forced to become an adult.” This 
Halloween, she wrote, “I actually risked the comfort of hiding in my shell, and decided 
that I too would dress up.” 
Most students reported varying degrees of fear, nervousness, discomfort, and/or 
anxiety about doing this project; in Jordan A.’s case, rage, despair, and powerlessness 
pushed her to engage in her action. Many students had physical reactions: Anne wrote, 
“I held my breath the whole time”; for Kara B. it was butterflies in her stomach, 
clammy hands, a pounding heart, shaking hands, and light-headedness. Lorraine B. 
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wrote that her throat tightened and her stomach was tight and queasy, and Peter recalled 
sweating and feeling his fingers twitch and his throat swell. 
In spite of all the initial nervousness and worrying, all the students experienced 
success in their project: they all accomplished what they had set out to do. There were 
some very obvious rewards from having completed this assignment: Jordan A. reported 
that her professor spent about twenty minutes in class discussing the issues that she had 
raised in her letter. Peter gained some new understanding on how to write a better 
paper, Anne got rid of a difficult housemate, and Eileen B. felt relieved at not having to 
hide the truth from her mother any longer. 
Other rewards were very concrete and tangible: Lorraine B. gained a new 
hairstyle that required less work for her, Cathy had a fun afternoon dying her hair and 
made a new “look” for herself, and both women received a number of compliments. 
Susan A. learned some basics of cooking and ate a great home-cooked meal, while Beth 
A. earned five hundred dollars for her camp. 
And, there were social rewards: Dan B. met a number of new people, Mona 
went out several times with the man for whom she’d bought a drink, and Teri 
discovered that her friend held similar feelings for her and they became involved with 
each other. Mona, by the way, wrote in her paper, “I confessed that the reason I 
approached him was for this paper and he laughed. He kissed me and asked me to 
thank my professor.” 
The less tangible rewards were perhaps the most important learnings from this 
exercise. Students learned that they were indeed capable of accomplishing something 
they had previously thought was impossible for them; that it felt good, satisfying, and 
empowering to do so; and that it was worth the risk. 
I held my own and accomplished what I set out to do. I did it! In 
retrospect, I cannot believe I confronted my fear.... I know now that I 
could do it again if the situation arose. (Anne) 
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Through this experience I have gained more confidence in myself. I feel 
if I want something bad enough. I’m capable of grabbing for it. (Beth A.) 
I am happy, satisfied and proud of myself. I honestly didn’t think that I’d 
even go through with it never mind having something good come out of it. If 
I could take this courage and apply it to different aspects of my life, I feel that 
much change and progress can be made. I now realize that if I put my mind 
to something I can make it happen. (Mona) 
It is Mona’s sentiment exactly that was my hope when I assigned this project — 
that students would realize that they could apply this risk-taking behavior to other parts 
of their life, and that they were, indeed, capable of much transformation in their lives. 
Susan A. summed it up nicely: 
I learned a lot through taking this risk. Although I made some mistakes, I 
proved to myself that I can cook ... I think the scary part about taking 
risks is the thought or expectation that you may fail. But if you don’t try 
new things, you may never know what you’re missing out on. Once it is 
accepted that you may make mistakes or fail, then it will be easier to take 
risks in other areas of your life. 
Cooking the diner relates directly to creativity and change in my life. I 
agree with a definition about creativity in the book The Power of Your 
Other Hand in that creativity is “the ability to break through to new 
understanding or expression beyond what one has experienced before.” 
This is what I achieved by taking a risk and making dinner. 
Arts for Change Project 
In this assignment, students were asked to attend an event, such as a play, a 
movie or video, art exhibit, or concert that uses some aspect of creativity to convey a 
social and/or political message, or that presents an alternative vision for transformation 
in a particular social arena. They were to focus on the effects this creative medium and 
its message had on them as the viewer/audience, and reflect on how different the impact 
was from simply talking, hearing, or reading about the same issue(s). 
Students chose predominantly theater and film to view. Several theater pieces 
were represented: Sheila's Day was staged on campus and used drama and music to 
focus on the struggles of African-American and South African women; Flaming 
Saddles was a musical comedy presented by the local Gay Men’s Chorus and the Young 
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at Heart Chorus, made up of senior citizens, and was a “tribute to life and love” 
(Bonnie) and the universality of love; and, in Boston, DYKE featured a Black lesbian 
feminist comedienne in a show about homophobia and racism. Students saw or rented a 
number of feature movies which addressed various social issues and concerns: 
Schindler's List (Jews and the Holocaust), Star Trek: Generations (reality/fantasy, 
heroism, anti-drugs, social change), One Flew Over the Cuckoo's Nest (mental illness). 
Natural Born Killers (violence), Crooklyn (Black family life in Brooklyn, New York in 
the 1970s), and Philadelphia (AIDS). Two people watched documentaries, Diet for a 
New America (environment and non-meat-based diets) and Still Killing Us Softly (media 
images of women). The students who chose these documentary films saw the creativity 
inherent in them and in how they conveyed their messages, as well as the impact and 
effectiveness of the visual images, that a book or lecture might not convey. 
One student used a cartoon to look at the use of humor to convey a specific 
message, the only one to choose a print medium. Two other students chose events that I 
would not have thought of as “creative mediums”; however, obviously they did. Such 
is the nature of a course on creativity: how can I, as the instructor or the researcher say 
whether their choice of event was “right” or “wrong”? This illustrates the variety and 
individuality of definition and interpretation; in this case, of what constituted a “creative 
medium.” One of these students attended a multicultural anti-bias workshop about 
creating well-rounded classrooms, and the other attended a Whole Health Expo in 
Boston. 
Regardless of what kind of event was chosen, students’ comments illustrated the 
power of creativity and creative expression in making social and political statements. 
Writing about Sheila's Day, Jordan A. said, “In this play, creativity is particularly 
evidenced as a means of surviving and rising up against oppression.” Typical adjectives 
that students used to describe their experiences included “powerful,” “moving,” 
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“uplifting,” and “touching”; they laughed and they cried. Most commonly, students 
referred to the emotional impact of the piece: 
It not only challenged me intellectually, but touched me emotionally as 
well. (Teri, Sheila’s Day) 
What I thought would be an entertaining and funny experience also turned 
out to be a touching and memorable one.... What I experienced was the 
personal made universal.... I came out of the experience with an 
appreciation of life and a not so cautious attitude about people’s lives and 
the choices they make. (Bonnie, Flaming Saddles) 
As the viewer, I was spellbound. The play brought an array of emotions. 
I found myself weeping, laughing, and getting angry. I found myself 
asking questions that I had not asked before.... Duma Ndlovu 
[playwright] gave voice to the silence that was instilled in my mind; I left 
feeling hopeful that things have and will continue to change. (Anne, 
Sheila’s Day) 
Besides the emotions that these types of visual images evoked, students were 
also impacted by the opportunity to peer into the realistic portrayals of the lives and 
circumstances of the characters being depicted: 
Through film you could see the pain and fear in [the] eyes of the 
concentration camp prisoners. You could see and practically feel the 
humiliation they endured.... This film has a much greater impact than if 
you would just read about the Holocaust because ... the movie appealed 
to more of your senses, you could see for yourself what it was like. 
(Cathy, Schindler’s List) 
The movie was very violent and harsh. The images were graphic and 
meant to shock.... Hearing about an issue such as violence would not 
make such an impact as seeing the final results of it. (Heather A., Natural 
Born Killers) 
It enabled the voices of historical figures, such as Rosa Parks and Fannie 
Lou Hamer to ring out loud and clear. (Ten, Sheila’s Day) 
If I had been watching the news and there was a clip about a homosexual 
male winning an AIDS discrimination lawsuit, it would not have had 
nearly the impact on me as did the movie ... because when you are 
watching a movie for two hours, you gain a greater understanding and 
appreciation for the people and issues being addressed. “Philadelphia” 
had a profound impact on me. (Susan A., Philadelphia) 
Sometimes the “message” was not so blatant but was couched in fantasy or 
science fiction, as Christine B. noted about the movie Star Trek: Generations. She felt 
that this movie sent out a subtle message that people can make a difference in their 
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society. “The messages that were sent out were hidden, but they were nevertheless very 
strong. To many kids, [the characters] Picard and Kirk are heroes. ‘Heroes don’t do 
drugs’.” 
Participants found music to be an effective vehicle for imparting a message, as 
Cathy noted about Schindler s List: “The music contributed to the power of emotion in 
the film. It was haunting.” Teri wrote similarly of Sheila's Day that, “The gospel 
music was the most powerful portion of this theatrical presentation. The music really 
brought out and enhanced the message.” Humor also played an important role: 
Everybody likes to laugh so she can appeal to all. She used her humor to 
show how ignorant it is to be discriminatory towards gays, lesbians and 
bisexuals and how ignorant it is to be racist. It’s not what she said, but 
how she said it.... Anita relayed her messages in a way that made you 
want to listen. She made you think without you even knowing.... She 
used her knack for humor to educate, while entertaining our young minds. 
(Mona, DYKE) 
Many people will see these types of movies or plays purely for entertainment. 
Yet, as Christine B. pointed out, there are hidden messages that will perhaps be picked 
up by viewers who may not be looking for them. Susan A. noted, “This movie brought 
a tremendous amount of attention to this issue. Because Tom Hanks is a huge movie 
star, more people probably watched “Philadelphia” and became aware of this issue 
[AIDS] than from reading about it in the newspaper or magazines.” 
A number of participants noted that they had learned concrete information from 
the event they viewed which contributed to their overall awareness of the issues 
represented, and/or that they were inspired to learn more or even to do something about 
the issue. 
By viewing the “Philadelphia” movie and talking about the subject with 
other people, I am learning more about AIDS. (Lorraine B., 
Philadelphia) 
It informs and inspires change on a profound level -- with one’s own 
individual lives.... It increased my awareness. (Sheila A., Diet for a 
New America) 
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If one reads about such issues [homophobia, racism], or listens to [a] 
lecture we interpret this as information and that is it. But seeing it in this 
light, that of humor, really made me think seriously about these issues. 
(Mona, DYKE) 
This play inspired me to learn more about their struggle, as well as to look 
at my own, as a woman in this country. (Anne, Sheila s Day) 
Perhaps a lot of people will do what Picard and Kirk did: Make a 
difference. I know I will. (Christine B., Start Trek: Generations) 
Mid-Semester Creativity Project 
This was a process-oriented, personal-growth, self-reflective project for which 
students were to choose an area of creativity, such as drawing or writing, on which they 
wanted to work. They each chose one of a number of suggested books, or one of their 
own choosing that had been cleared with the instructor, and took themselves through the 
lessons presented. Most students spent the first half of the semester on this project. 
Students handed in their work or a sample of it, and a paper which focused on 
their results and learnings about creativity, their process and insights into themselves as 
creative persons, and ideas for applying creativity and creative acts and processes to 
other parts of their lives. 
The largest number of students -- nine — chose some form of the writing process 
for this project: three used Writing the Natural Way by Gabriele Lusser Rico, two used 
Writing Down the Bones by Natalie Goldberg, one used Writing From the Inside Out by 
Charlotte Edwards, one used The Practice of Poetry (author unknown), one used 
Ostacolo Degli Scrittori (in Italian; translation: “Writer’s Block”) by Giovanna 
Pasquariello and Alfonsa L. Aliberti, and one student chose to continue working with 
the Proprioceptive Writing technique she had learned in the Women and Creativity 
class the previous semester. 
Three students chose to focus on drawing, each choosing different tools for this 
process: Drawing on the Artist Within by Betty Edwards, Drawing with Children: A 
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Course in Enhancing Creative Capacity for Children and Adults (author unknown), and 
The Zen of Seeing by Frederick Franck. Two students chose inner process work using 
The Power of Your Other Hand by Lucia Capacchione, and four chose some form of 
creativity/spiritual/meditation practice, three using The Artist's Way: A Spiritual Path 
to Higher Creativity by Julia Cameron and one using Working the Inside Out: Tools for 
Change (author unknown). 
Kajol B. and Mona chose to do the work for their projects in their native 
languages, Bangla and Italian, respectively, although Kajol B. wrote some of his 
Morning Pages in English as well; they both wrote their papers in English. They have 
both expressed similar sentiments about writing in a language not native to them. Mona 
said that she chose an Italian book “because this is the language with which I am most 
comfortable and figured that this comfort and ease would add to a more creative 
environment, which it did.” She also thought that doing the exercises in a “non- 
traditional fashion” — a different language -- was creative in itself. 
When I am speaking and writing in Italian my thoughts are less restricted 
and flow much faster because that is exactly the thought pattern I use to 
formulate sentences.... My thoughts and words originate in Italian ... 
Using an Italian book allowed me to skip the translation of words that 
sometimes are impossible to transfer from one language to the next, and 
focus on the art of creative writing through meditation exercises. (Mona) 
Kajol B. has expressed similar difficulties and frustrations regarding translation and 
adequate expression in an unfamiliar language. This has negatively impacted his 
creativity: 
I do not think I am comfortable enough writing something creative in the 
English language, which I do not handle very well. So, I have not written 
anything which may be called creative for a long time. (Kajol B.) 
Starting..Qut 
Many of the student/participants in this class had internalized the messages from 
their childhood that they were not creative, or that their creative endeavors were not 
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“good enough.” For example, even though Cathy is an English major she says, “I have 
very little confidence in my writing ability. I am uncomfortable when people read what 
I have written.” A lot of the students echoed this sentiment of feeling uncreative or 
incapable of creativity: 
My block was that I really did not believe I was creative and that this 
process was a waste of time and would have no meaningful result. 
(Susan A.) 
I always felt that creativity was something completely out of my range. 
I associated creativity with artistic forms of expression such as drawing, 
painting or sculpting and since these are things that I am uncomfortable 
with I just labeled myself as “uncreative.” (Mona) 
Drawing is something I felt I could never do. Even when I was younger I 
used to cringe any time art class involved any form of drawing.... 
Something inside began to feel familiar; I was afraid I would fail once 
again, yet this time I almost felt embarrassed. It was time to stand up to 
this insecurity. (Eileen B.) 
Most of them started out on this project with some sense of anxiety, insecurity, 
and/or fear. Common adjectives students used to describe themselves at the beginning 
included “dread,” “scared,” “apprehensive,” and “difficult.” Cathy wrote, “I hate this 
self-help shit. I must admit that I went into this project with a negative attitude.” 
During the process of completing their projects, students grappled with varying 
degrees of frustration, discomfort, discouragement, and uneasiness; Beth A. wrote that it 
was “unnerving at times.” By the completion of the projects, without exception, student 
sentiments had changed dramatically. Now they were using adjectives such as 
“elation,” “tremendous fun,” “excitement,” “joy,” “satisfaction,” “quite enthralled,” and 
“empowerment.” 
Enhanced Creativity 
There were a number of ways in which students learned from and were affected 
by this creativity project Many students came to a new understanding of what 
creativity was -- it wasn’t just for “geniuses.” As Susan A. wrote, “With my new 
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understanding of what creativity can mean, I continued the process in a more positive 
light and truly realized the benefits of using my other hand.” Like the Risk Project, they 
pushed themselves and learned that they could do something they thought they couldn’t; 
they realized that, yes, they were indeed creative individuals. For some, like Dan B., 
the project was a turning point: it was “the first time that I brought life to an idea that I 
had had for a poem and completed it into a coherent whole.” For others, the learning 
was more subtle: 
I don’t feel that this process enlightened me a huge deal or changed me 
completely or anything like that. I do feel that it made me a more tolerant 
writer; it took out a lot of the frustration by making it fun and interesting. 
(Mona) 
A number of students found that by learning about their creativity, they learned 
something about themselves as well. Often, they discovered a new-found ability to “let 
go” or to be freer. In a few cases, students had begun to make changes in their lives. 
[The writing process] gave me a tangible way to understand myself as a 
person and to assess what roadblocks existed in my ability to write. 
(Dan B.) 
I was learning, not only about poetry, but also about myself as a creative 
individual. I have now come to terms with myself on numerous topics.... 
The most beneficial part of this process was how I learned to let my 
emotions flow.... this project not only helped me to be more creative in 
my writing, but also in my life in general.... My level of creativity had 
been intensified to another level. (Teri) 
I have been able to let myself go ... and discover what I think is fun.... 
This book has helped me open the door to my spontaneous self.... I 
didn’t realize how stuck I was.... I have made major changes in my 
attitudes and activities. (Sheila A.) 
For others, it was a re-affirmation of a part of themselves they had thought lost; 
this re-disco very of their creativity was a freeing experience. Students used birth and 
death images and analogies, as when Sheila A. wrote, “I’m beginning to share my work 
rather than keep it in a locked closet. This process has been like birth itself.” Heather 
A. learned that “I still have it in me_I have not used the creative part of myself in a 
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while but it is still there, it was slumbering not dead.” Jordan A. and Kajol B. used 
particularly creative and moving images in describing their processes: 
My artist has been bludgeoned all right, there was a time when I thought 
she was given up for dead, but now I see that she just went into hiding. 
She found herself an underground tunnel to hang out in until the bombs 
stopped falling and now when the coast is clear, she scampers above 
ground, throws her heart to the sky like a great red kite and runs. 
(Jordan A.) 
In my experience, the Morning Pages turned out to be a birthplace for 
new ideas. I was able to incubate some of my imagination.... I found 
my Artist Date was an entertaining experience for my soul. As I 
remember one moment, I was deeply involved with my artist self. I saw 
vividly the image of my artist self with a burning, bright parrot on the 
shoulder. I taught the parrot one of the songs I just composed. I freed the 
bird. I visualized the colorful bird flying over the glaciers of Kasmir 
singing my song. (Kajol B.) 
Release and Relax 
The very act of creating, of expressing oneself through a creative medium, can 
be a release or an outlet for emotions. For Jordan A., her writing is a way to “de-tox 
from all the stresses and unexpressed baggage of the day”; for Bonnie, “the act of 
writing is a catharsis and a declaration for myself in this world.” 
Ever since my early adolescent years I have written poems. Writing 
poetry served as an outlet for me when I was confused, in love 
(supposedly), heart-broken, unable to sleep at night, or just plain confused 
about growing up. (Teri) 
I used the format of Morning Pages to write about my worries and 
tensions. I wrote several times and experienced that the flow of my inner 
strengths was washing away the heavy stones of tensions.... The 
Morning Pages worked as a channel for releasing negative emotions. 
(Kajol B.) 
Relaxation often accompanies creativity. In some cases, relaxation techniques 
are purposefully utilized to enhance or encourage the free flow of creative ideas -- many 
of the processes students used included some form of relaxation technique. In others, 
the sense of relaxation or well-being is the result of creative activity. In either case, this 
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state of relaxation, often accompanied by a sense of well-being and safety, can be 
carried over into other arenas and used to benefit other activities. 
I know I will continue to use the methods of meditation I learned to help 
me relax before tackling any other assignment.... I don’t know if these 
images prepared me for writing or if it was the fact that these images 
made me completely comfortable, and it was the comfort aspect that 
inspired my writing.... I have two results. One result [is] the actual 
writing pieces I completed and am proud of.... The second result which 
I refer to as my “new way of achieving a focused comfort zone before 
having to complete a task” is something that I will have with me forever, 
to call upon at my disposal. I feel that this ... comfort zone is something 
that I can take and draw from for the rest of my life. (Mona) 
The sense of a safe space was also important for students’ creativity. The 
Morning Pages appealed to Jordan A. because they “create a daily non-threatening 
space for me to begin to check in with myself.” Mona’s process used simple imagery 
and meditation exercises “which are supposed to make for a safe environment where 
creative thought process can occur.” She learned that she enjoys writing immensely 
when it isn’t forced out of her. And Beth A. echoed this sense of safety when she 
wrote, “This process worked best for me I think because there was no hidden agenda or 
pressures.” 
Childhood Memories and the Inner Child 
It was fairly common for students to get in touch with their child-side through 
the process of their creativity projects, either in the form of actual memories or in 
accessing their intuitive inner self, often referred to as the “inner child.” Sometimes this 
experience was pleasant and joyful, other times it provided new insight, and sometimes 
it was very scary. Lorraine B. wrote about the clustering technique, “It is surprising 
how one word or phrase can bring back memories long forgotten and buried.” For Kara 
B., “The drawing process itself, when I am into it, can completely bring me back to my 
childhood and I become excited about everything I’m doing.” Susan A., who used the 
non-dominant hand writing process from The Power of Your Other Hand, realized 
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through this project that she had been blocking many feelings from her childhood 
because she didn’t want to deal with them. She also realized that these feelings were 
“still effecting me even though I was not consciously thinking about them.” Susan A. 
and the other students who used this process for their projects were actively and 
purposefully engaged in a journey with their inner child: 
The exercises I like and learned the most from ... had to do with gaining 
access to my inner child and exposing and accepting the feelings and 
emotions my inner child has.... I also noticed that when I was writing as 
my inner child through my left hand, my face and whole being would 
become that younger child. (Susan A.) 
It was not always a benign experience. Christine B., who wrote one of the most 
powerful papers in the class titled, “A Journey With An Unknown Cause,” did not start 
out on her journey on a positive note. As noted earlier in her profile, she was at first 
going to hand in a journal for her project; at the last minute, literally, “something” 
inside told her to get an extension and pursue this inner child process. But, she was 
scared. 
It was a bad feeling I had. Something kept telling me not to read this 
book. The cover page of Lucia’s book reads: “I am your inner child, 
artist, writer, healer, and teacher.” At the time I was unable to understand 
what it was that frightened me about this quote. 
For some students, this encounter with the inner self was not planned. And, as it 
was for Jordan A., this inner voice could be both helpful and antagonistic: 
During one write I spontaneously found myself engaged in a dialogue 
with my inner child, who had some very emphatic advice to offer me 
about why I dread the writing process.... Another time, the voice of my 
critic reared her vicious head and we got into a knock-down drag-out 
fight. (Jordan A.) 
For others, the “encounter” was simply getting in touch with themselves — a chance, as 
Kajol B. put it, “to interact with my inner self.... to reflect and imagine.” For Sheila 
A., this is crucial: 
I discover my own inner voice through the process of creativity. Through 
the creative process I am able to play in that energy, rather than being on 
the sidelines observing all the wonder about me.... The creative process 
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I am referring to is one more of attitude, rather than a specific activity.... 
It is vital for me to have that time to truly listen intuitively from within. 
Self-Esteem. Confidence, and Empowerment 
Involving themselves as they did with such an intense process of discovering or 
re-discovering their creative selves, many students realized an increased or enhanced 
sense of self-esteem and confidence about their writing, drawing, or other abilities. “I 
know I can do it” was a common sentiment, as was a realization that satisfaction and 
creativity come from within and need not be totally dependent on others’ approval or 
acceptance. This sense of increased confidence in creative areas also affected students’ 
self-concept in general. For Beth A., the project “was very useful in my gaining 
freedom of expression and actually feeling good about what I had written.” As Anne 
put it, “I have my self-esteem back. This project enabled me to write again.” 
After doing this [drawing] process I feel that I could attempt to draw 
anything and attempt to teach anyone to do the same.... I now feel more 
sure of myself and my ability. I’ve never felt that I couldn’t draw but I 
feel that this process has enhanced it. (Kara B.) 
Confidence about one’s work must be an integral part of the creative 
process.... Even if I’m not totally satisfied with the outcome, I feel more 
relaxed and comfortable with myself. That is what is important; it needs 
to come from within. (Eileen B.) 
I think the most important point I got from the book [Writing Down the 
Bones], the one aspect that has changed the way I write and will continue 
to write is that you have to trust yourself -- who cares what anyone else 
thinks of your writing.... Just having this attitude gives me the 
confidence that I need to help me with my writing. (Cathy) 
These feelings of confidence and self-esteem also appear to extend to feelings of 
empowerment and personal growth, and a sense of one’s ability to transform: 
This project helped invaluably for my future prospects and capabilities in 
writing. I now know, just by one poem that I want to share with others, 
that I have the ability to make something work if I want it bad enough. 
(Dan B.) 
I have broken down so many barriers when it comes to being a creative 
poet. In doing so, I gained not only more confidence in writing, but also 
in myself as a creative individual.... These types of processes also 
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empower people by sculpting and molding each individual’s creativity 
into something unique and special. (Teri) 
I had forgotten how much Proprioceptive Writing helped in making 
changes in my life, gaining perspective on things, and reminding me that I 
am a creative person.[It] is definitely a way that encourages my 
personal growth and creativity . It has opened and will continue to open 
my mind. (Anne) 
Breaking out of Boundaries 
I have found the exercises extremely helpful to break out of routine 
patterns and old ways of writing.... [They] helped me to open new 
channels of expanded creativity. I felt that I was no longer restricted to a 
linear way of thinking. (Bonnie) 
Anne’s previous comment about opening her mind, like Bonnie’s, above, also 
relates to another common theme that emerged from this project. All of the processes 
that students engaged in, whether through writing, drawing, meditating, or inner child 
work, had in common a goal of breaking through the often self-imposed boundaries and 
limitations that usually prevent the full expression of one’s creativity and, by extension, 
of one’s self. The non-linear ways of thinking, drawing, and writing that these 
techniques encourage resonated with most of the students. Those who used it enjoyed 
the clustering technique (Writing the Natural Way) which is, as Beth A. describes it, a 
“non-linear brainstorming process that puts you in touch with the subject matter of your 
writing.” Morning Pages and Artist’s Date in The Artist’s Way appealed to Kajol B. and 
Jordan A. because of their lack of structure and non-linear approach. Kajol B. in 
particular appreciated the opportunity to reflect, the lack of audience, and the lack of 
any grammatical correctness; he wrote that “it met my mental need.... The non-linear 
nature of the Morning Pages helps a writer to capture the complexity of ones’ thought 
process.” It also may be that the breaking of these linear boundaries in one’s creative 
process could expand to other arenas of thought as well. 
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This breaking free of boundaries and linear thought also manifests in a sense of, 
or a striving for, wholeness or balance in one’s life and art, or a re-joining of a part of 
oneself that has been separated: 
Writing is both a physical as well as a mental act... the integration of 
both the right and left hemispheres of the brain where rational reasoning 
could meld with creative thought to create works of writings that not only 
come from the intellect but also from the heart. (Bonnie) 
What I learned was that I am a person whose intuition comes easily ... 
what was hard for me was what everybody else finds simple -- rational, 
linear thinking.... I need to spend more time in the physical. (Erik A.) 
She [the image of her inner child] told me she wanted to have a voice 
again ... I must become “one” with my inner child again, and allow her 
to live in this world. I must learn to take care of her, to play with her, to 
seek her advice, and to forgive her when something goes wrong. 
(Christine B.) 
Applications 
While the purpose of this project had been for students to explore and enhance 
their own creativity, it had been hoped that they would also discover other ways in 
which they could use the skills they learned and their sense of themselves as creative 
individuals in other parts of their lives. This was certainly the case for many of the 
students. Besides the benefits of the enhanced confidence and self-esteem discussed 
earlier, students identified a number of ways they foresaw applying their learnings and 
insights. 
I do not know if I will use the techniques I learned from the book [The 
Power of Your Other Hand], but I do know that I will be more aware of 
how my past feelings affect what I do in the present. (Susan A.) 
The most important aspect that I learned about creativity while working 
on this project was how beneficial it can be for problem solving.... [Art] 
is also something that can bring people together because it is important at 
times to find similar qualities as well as differences between people. 
(Eileen B.) 
For the future, I see myself continuing to write and eventually writing that 
book. Creativity will stay with me forever and I know I will use it when I 
am defending or prosecuting in the courtroom. (Heather A.) 
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I feel this [comfort zone] can be applied to any part of my life: work, 
school, family, relationships, etc. If I have a problem in any of these 
fields I now know that all I need to do is calm myself down, relax, then 
tackle the situation with a fresh perspective and all will be good. (Mona) 
I would really like to include this book as a part of my curriculum for my 
students in the classroom. I feel as though this book can really promote 
and empower anyone as a writer, student, and as an all around creative 
individual. (Ten) 
Final Creative Change Group Project 
For this project, students worked in small groups. They were to use creative 
methods or techniques to create and present a vision for change/ transformation in a 
particular social issue. The project consisted of a presentation to the rest of the class; a 
group paper describing the problem/issue, the visions for change/transformation, the 
solution(s), and the techniques used in the group; and an individual process paper 
reflecting on their personal process in the group. The results of this project will be 
presented in two parts: in the first part I will describe the group’s projects as they were 
presented in class and the group paper, and in the second I will present the students’ 
reflections and learnings from their individual process papers. 
The Group Projects 
There were six groups of two, three, or four members each. Each student had 
written down three social issues that they would like to work on for this project, and 
groups were assigned by the instructor based on these preferences. The groups and their 
topics follow, presented in the order in which they were presented at the last class. 
Affordable Housing 
Anne, Jordan A. and Erik A. began their presentation by playing Simon and 
Garfunkel’s song “Homeward Bound.” They had the rest of the class members 
participate in a housing game they had created, in which each person was given a 
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scenario with a brief biographical sketch and a cost of living chart. From the 
information and statistics given on their bio, players had to make decisions about their 
expenditures. They also shared the basic tenants’ rights in Massachusetts, and a “Letter 
to the Landlord” that they had written. Their vision: affordable housing for all. 
AIDS 
Cathy, Heather A., and Christine B. presented the issue of AIDS education and 
condom distribution for young people using three different approaches to appeal to 
three different audiences. They put on a skit about safe sex and condom use (or, rather, 
the lack of it) that could appeal to high school students. To reach elementary school 
students, they devised a board game with the motto, “It’s not a game -- it’s your life!” 
And to satisfy adults, they provided facts, statistics, and other evidence supporting the 
distribution of condoms in the form of a written report. It’s an interesting comment on 
adults that this group felt that they had to satisfy them with facts and statistics more than 
with creative ideas. Their vision: increased education and access to safer sex to reduce 
the spread of AIDS among young people. 
Multicultural Education 
Ten and Beth A. devised a “new and alternative means to our current 
educational system — a Utopian School, devised to meet the needs of all children. We 
have incorporated multiculturalism through the usage of the arts into every aspect, 
academically as well as socially in order to promote cultural awareness.” They 
presented their vision of this Utopian School and its philosophy to the class in the form 
of a skit and a blueprint for their school. 
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Media Images of People of Color and Women 
Kajol B., Bonnie, and Mona narrowed the focus of this broad topic to focus on 
print media images of women. They showed examples from magazines of how the print 
media portrays women. Part of their presentation included their group’s results of a 
brainstorming and visualization exercise. All three of them had spontaneously 
visualized images of rocks and water: the rocks represented the media holding them 
down, and the water was tears. This symbolized their feelings about how the print 
media represents women in the United States. To round out their presentation, Kajol B. 
told the group about gender awareness workshops in his culture. Their vision: 
increased awareness and realistic portrayals of women in the media. 
Smoking Cessation 
Eileen B., Kara B., and Dan B. came up with a proposal for an alternative, 
healthy cigarette which they called “Fresharettes.” They presented the evolution of this 
product in a five scene skit, from the first laboratory results, through market research, to 
the sales pitch for the product, confronting a corporate bully, and finally the resolution 
of the end product -- a cigarette that wouldn’t make you sick. Their vision was not 
eliminating smoking, but eliminating the health hazards of it. 
The Environment 
Susan A., Peter, Sheila A., and Lorraine B. also narrowed their focus to 
concentrate on waste and recycling. Their visions included having businesses take more 
responsibility for their products and packaging, and for individuals to take more 
responsibility for what they consume. Another vision included “getting the government 
to provide more incentives for businesses and towns to become more environmentally 
active.” Their overall vision was of a “greener, healthier, cleaner world in which waste 
is no longer a concern. We chose this vision because it is one of the most positive ways 
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to view the future of the world. If we are going to address the waste issue, why not 
have our vision be of a wasteless world?” They presented this vision to the class in 
several parts: a poem on “Waste,” a display of Sheila A.’s nature photographs to 
illustrate individual responsibility, and a talk on business responsibility. 
Personal Process 
A number of themes and commonalities arose both from the processes 
individuals and groups used in completing their projects, and in the observations and 
learnings reported by individual students. Brainstorming, visualizations, skits, and 
games were the most common problem-solving and presentation techniques used. 
Humor and laughter were often cited as a positive influence in generating ideas. 
Aspects of group process and group dynamics also contributed to the final projects as 
well as to student learnings. Various other applications for the techniques as well as a 
number of creativity and change connections were also mentioned. 
Brainstorming 
Brainstorming is an idea-generation tool in which “anything goes.” In other 
words, the idea is to generate quantity, quiet the left-brain censor/critic, and be silly. 
There is time after the brainstorming session to analyze and choose options. 
This was by far the most widely used technique in the groups for generating 
ideas, and the one that most people found worked the best for them. Many students 
reported having a lot of fun with this technique, as well as coming up with a lot of wild, 
silly, crazy, and far-fetched ideas. With so many wild ideas on the table, as Kara B. 
wrote, “it eventually leads to a great creative solution.” 
The brainstorming session was exciting. We were careful to allow all 
ideas, no matter how seemingly preposterous, to come up. This was great 
fun, but it also led to some wonderful ideas. (Jordan A.) 
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Once you start naming a few, the ideas just keep rolling — especially if 
you incorporate humor into it.Brainstorming is a really effective 
technique for getting your creative juices flowing. (Cathy) 
[Brainstorming] allowed us to have fun with the project. [It] opened up 
many creative areas for me. I was able to get a chance to write about 
ideas that I liked but would in “reality” never work. I am a Political 
Science major and rarely do I get to write creatively, never mind think 
that way. Brainstorming was an excellent way to get some dust off of the 
creative areas of my brain. (Heather A.) 
Visualization 
The use of visualization, imagery, and/or meditation techniques, along with 
other approaches to envisioning solutions, was the next most popular tool utilized. 
Kajol B. wrote that it “helped us to understand the issues.” Bonnie described the power 
that a vision has for effecting change when she wrote, “The more dramatic the vision is 
or the more creative one is in expressing their vision, the more definite and demanding 
the change is.” Dan B. used visioning to picture the entire process of smoking to 
examine ways of stopping it: 
I found that really examining the heart of the problem helps to come up 
with more elaborate solutions and ideas. It gives a tangible base to draw 
different ideas ffom. It is analogous to an individual desiring to be, say, 
an investment banker. They look at all of the important deals an 
investment banker makes, the status, success, etc., but fail to really 
examine realistically what an investment banker spends the bulk of his 
day doing — punching and crunching numbers. It was looking at smoking 
objectively that allowed our group to really work through many ideas. 
(Dan B.) 
Bonnie discussed how her group was able to share their individual visualizations 
to build both their project and their sense of connection within the group: 
Once we began with the help of your visualization techniques, we were 
able to share in our individual process and create a unified theme ffom 
that process. Not only did we share in our private meditations, but we 
also got to know one another in the group. 
Earlier, I discussed the visualized images of rocks and water shared by the group 
working on print media images of women. Here, Mona describes her visualization 
images in more detail: 
129 
I saw the women in the magazines as the ocean. I saw myself, and all 
other “regular” women as people drowning in this ocean, the print 
advertising, of misery. I saw women being suffocated by these awful 
images. I saw women gasping for air, trying to stay afloat but ended up 
drowning because there were just too many magazines and other media 
outlets that were misrepresenting, or holding down these women. We 
came up with a solution to save these women from being flooded, and 
eventually drowned by such images. Our goal is to raise consciousness of 
this problem to the public. (Mona) 
Humor, Fun, and Laughter 
As noted, one of the attractive aspects of brainstorming was that it’s fun, and 
much laughter occurs in a good brainstorming session. In general, students found that 
laughter enhanced their problem-solving and solution-finding. Having fun or a “good 
laugh” was reported often, and always as a positive attribute. Students related coming 
up with “comical,” “silly,” and “extreme” ideas. As Eileen B. wrote, “Most of the time, 
laughter helps me deal with my problems,” while for Kara B., “being silly always 
releases some anxiety and lets me think more clearly so that I achieve my goal.” 
Games and Skits 
Games are a way to “have fun and learn at the same time” (Christine B.). Jordan 
A. found that “The game aspect of our presentation was very exciting to plan and 
imagine.” She only wished her group had had more than the fifteen minutes allotted 
each group; she described how they could have presented a much more intricate game. 
Skits and role plays are also effective tools, in that they too can present 
information in an enjoyable context. Teri, working on the issue of multicultural 
education, said they had “decided to present in the form of a role play in order to show 
how the arts can be used as a teaching tool.” And Christine B. decided that “the most 
effective way of presenting my classmates with this problem was by creating a skit A 
skit would not only entertain the viewers but would also give them an opportunity to 
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experience the problem young teenagers must live with. Creating a play was the 
funniest and most effective method of tackling this problem.” 
Group Dynamics 
This is perhaps the “process” part of the “product” section. A lot more was 
gained and learned than merely attempting to solve a particular social issue. Perhaps 
more than the information learned and presented, the creative solutions and visions that 
were generated, or the techniques used to arrive at them, the actual interpersonal 
dynamics of working together in a group afforded some of the most powerful teachings 
for many students. Working with a variety of ideas and perspectives, finding collective 
solutions, working through conflict, and awareness of gender and/or ethnic differences 
all served as lessons in creative change strategies. Even the self-described shy members 
of the class reported positive experiences working in their groups. 
Variety of Perspectives. The vast majority of participants commented on some 
aspect of having a variety of different viewpoints and opinions present in their groups. 
This variety enhanced not only the group process, but the individuals’ lives as well: 
many students felt richer for having had this chance to broaden their own perspectives 
as a result of working in their groups. Whether it was the common goal of completing 
the project, or the openness and flexibility that presumably grew out of being in a 
creativity class and having recently gone through a major creativity process, despite 
their differences, for the most part students found that they were able to work well 
together. 
The solution was not the only valuable thing gained from this experience. 
Our minds were opened and I believe we all learned a great deal about 
ourselves as well as each other. (Anne) 
So many more important ideas are brought up when it is more than just 
one mind at work.... I generally like to work by myself, yet found other 
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people’s ideas beneficial to broadening and expanding on my own. 
(Eileen B.) 
I really benefited from the time we had. Each person brought their own 
personal insight and feelings about the issue. I would leave from our 
meetings with a broader perspective than I had before.... Each person 
offered something unique that helped shape and reshape our final project. 
(Sheila A.) 
I learned a lot from the other group members. I entered the project having 
my own priorities and views on the subject matter. Through the many 
discussions we had, I increased my knowledge and was exposed to 
different viewpoints. (Susan A.) 
The workings of the group helped in widening our creativity to include 
perspectives that otherwise would not have been included. Each person 
helped the other broaden their thinking horizons. One thought fed into 
another and soon the project grew to include different cultures, different 
gender perspectives and one unifying theme. (Bonnie) 
Related to this was the concept of strength in numbers, that problem-solving and 
solution-making will be easier — and more supportive — with larger numbers of people 
participating in the process. 
A group must be made because with solidarity comes strength. Unity 
provides a strong voice which is needed to communicate our message. 
(Mona) 
Visions can grow when shared with others. The process of “getting the 
ball rolling” may take only one person but to keep that ball rolling takes 
many more hands. The process of change isn’t always easy, but to 
change is taken in a much easier light if shared with others. (Bonnie) 
Change can either be done individually or in a group. Had I worked alone 
on this project the end results would not have been as striking. Working 
with another two people made me realize that if we could all brainstorm 
our ideas, and if we could all use our creativity, and work together as a 
group, then we could definitely come up with many possible solutions for 
a problem. (Christine B.) 
Safety and Respect. Vital to the successful workings of these groups was a 
sense of feeling safe, accepted, and respected by the other members. Eileen B. said that 
“No one felt intimidated to share amongst each other,” while Beth A. appreciated that 
she “had the chance to throw ideas out to Teri and not be criticized for how I felt.” 
Kara B. found that “There was a great rapport between the three of us,” which may have 
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come at least in part from the fact that they had all had their own experiences with 
smoking and so had a common starting point. This commonality of purpose is also an 
important element in creative group work; Sheila A. noted that when she said that it was 
empowering to work with others who also felt strongly about the environment. 
Dan B. noted that his group members were all willing to keep themselves open to 
many different possibilities. This sense that everyone was willing to contribute was 
important, as Heather A. wrote, “Everyone respected each other’s opinions and ideas_ 
This turned out perfectly I thought. Everyone was willing to put in time and effort into 
the formation of the project.” 
Conflict. Of course, when working in groups, there is bound to be some conflict 
and disagreement. I am also aware that the only gauge I have for determining such 
conflicts comes from the reports of the group participants themselves and that, as noted 
earlier in a positive vein, different people represent differing perspectives and 
interpretations. There may have been others, but I was only made aware of two 
interpersonal conflicts within two different groups. In both cases, the other group 
members’ reports differed (they either did not report the conflict or else honestly did not 
perceive it) and, in spite of the conflicts, both groups proceeded to work relatively well 
together. 
Anne had known both Jordan A. and Erik A. before this project and had known 
of the personality conflict between them. She felt as though she needed to be the 
mediator of the group. As Jordan A. wrote, “Working on social/political issues is shaky 
ground especially when you’re dealing with male/female dynamics in a group.” She 
was worried: 
That the man in our group would try to dominate and not be open to other 
people’s ideas. To some extent this was true, however, I felt the other 
woman in my group and myself were able to hold our own, interrupt his 
monologues and stand behind our own ideas. Perhaps it helped that it 
was two against one. 
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However, she adds later on in her paper, “Ultimately we were able to respect our 
disagreements and get back to the specifics at hand.” She does not say how they were 
able to do that. 
What is most interesting and telling in this situation is how different perceptions 
interpreted these dynamics. Erik A. wrote that “This is the first group project I have 
done where the group worked well together and all contributed equally.” He made no 
mention of any overt or underlying tension between group members. 
The other conflict probably arose out of a combination of cultural/racial, 
linguistic, and gender differences. Kajol B. wrote that he began the group with a lot of 
enthusiasm, but lost his interest quickly. He found it difficult to interact with the other 
two group members, and felt left out of the group’s decision making. On one occasion 
they changed the group’s topic without consulting him. “My issue was not that I did not 
like the topic (which actually I liked), but the issue of my inclusion with the whole 
group dynamic.” He notes that this is purely his own perception, but observes: 
One of the reasons might be that I am from a very different cultural and 
linguistic background. The other reason may be I am a man and older 
than the friends in the group.... I am also not sure if my communication 
style hindered my process of group participation. 
Again, there are differences in perception. Although Bonnie did note that “the 
beginnings of our group saw the difficulties in communication,” neither she nor Mona 
made any mention of the conflict that Kajol B. perceived. In fact, Mona wrote that “I 
really enjoyed working on this topic with Bonnie and Kajol B.: two people that appear 
to be so different from me. This showed me that people, regardless of age, gender, sex, 
or race, are affected and offended by the same things.” 
While I am sure that everyone’s perceptions were true for them, I also found it 
interesting that in this case, when so many of the others were looking at the similarities 
between them, this group saw their differences. In actuality, Bonnie is two years older 
than Kajol B., even though he perceived himself as older than both women. And, as is 
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true for Kajol B., English is not Mona’s native language; in fact, she and Kajol B. have 
similar issues and struggles around language, writing, and translation. Although they 
may indeed have recognized these similarities, no one made any mention of it to me or 
in their papers. 
Empowerment 
Students reported a variety of feelings and reactions to having completed this 
project, many of them related to a sense of accomplishment, satisfaction, and 
empowerment. As Christine B. noted, at times she used to get depressed hearing and 
reading about all the problems in society, feeling powerless to change anything, like a 
“puppet who was being controlled. I could hope for change, but I certainly could not 
initiate it.” With this project, however, she wrote, 
Creating these changes, even though I knew they were unreal, made me 
feel powerful. It gave me an opportunity to discuss the solutions to a 
problem, rather than just discussing the problem and becoming more 
aware of it. 
For Sheila A., too, the project changed how she had been feeling about the issues: 
I was very excited to be working on this topic of recycling and the 
environment... I have felt angry, frustrated and overwhelmed. These 
feelings were transformed by discovering steps of how to change that 
imbalance.... It was very empowering to work with others who also feel 
strongly about the environment. It filled me with hope. (Sheila A.) 
The project was particularly meaningful for Teri who wrote that “for the first 
time in my college career, I was working on a project that dealt specifically within the 
course of my major, ‘Social Change through Theater,’ which is composed of 
Multicultural Education and Theater Arts courses. It was quite an experience for me to 
work specifically in my future field, and therefore, I put my heart and soul into it. It 
was extremely empowering to have the freedom to devise the Utopian School.” 
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Future Applications 
It was my hope that the knowledge, benefits, and empowerment derived from 
work both in the class in general, and on this project in particular would not stop at the 
end of the semester. As with the other projects, students appeared excited, enthusiastic, 
and optimistic about the ways they would be able to apply their new skills to other parts 
of their lives. 
I could see this technique working in my personal life to help me make 
decisions or work out problems I have with those close to me. (Kara B.) 
Coming up with spontaneous problem solving solutions was quite fun and 
I realized that I could use them in other aspects of my life because I 
would see how I was overreacting or probably just laugh at myself. 
(Eileen B.) 
I felt that this approach to examining situations can be applied to many 
areas in life. I know for myself that I often fail to consider many 
possibilities in school and socially because I often get caught up in my 
personal perceptions of situations rather than try and look at them without 
as much criticism and skepticism. (Dan B.) 
This was one project that I will not only never forget, but that I will 
actually put to use as a future educator of the world. (Teri) 
The Creativity and Change Connection 
This was a class in Creativity and Change, and this was the final project for the 
course, designed with the goal of pulling these two concepts together. That connection 
is one of the primary research questions that this study has undertaken to explore. So, 
how did this group of students perceive that connection between creativity and change 
upon completion of this project? 
Using creativity to make changes can be very productive. Creativity 
allows a person to explore areas of change in a unique way. Instead of just 
discussing facts and figures about a particular concern, creativity 
techniques can be used to develop possible solutions that may not have 
otherwise been thought of. (Susan A.) 
It is crucial to develop the creative voice throughout one’s life because it 
can help in everything — from being a doctor in the peace corps to 
working for some large company. The development of this voice enables 
people to become closer to one’s true self and identity and make social, 
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political, economic situations less influential for governing one’s life. 
(Dan B.) 
The reason, I believe, that [AIDS] decreased among homosexual men, is 
because they creatively, among themselves, educated. Creativity needs to 
be there to help push change along. In order for change to occur, 
someone needs to upset the status quo. Creativity allows for the upsetting 
to happen.... People will change when they begin to see that there are 
other ways to go about things. (Heather A.) 
I believe that creativity is a needed part in bringing about change. It gives 
people hope and allows new ideas an opportunity to work. When people 
keep an open mind anything is possible and the most difficult problem 
could eventually be solved. (Kara B.) 
Christine B.’s optimism and commitment to creativity and change are a 
testament to the power of both; her sentiments are a fitting way to close this section: 
Change takes a lot of time, and it must be done step by step. In order to 
start initiating change, a person must have to believe that he/she is indeed 
able to change society. The power and the willingness to change must 
come from within.... The more creative I became, the more motivation I 
had towards change. 
I must believe in myself, in my creativity, and in my ability to make 
change in the world in order to keep the power I have, and to allow that 
power to grow. The power I have within me is the shield that protects me 
from the negative judgments, actions, and opinions that others might have 
against me. As long as I have the creativity, the confidence, and the 
power necessary for change, no one will be able to come my way. 
Product: Summary 
There were a number of commonalities between the projects and what students 
gained from them. The Arts for Change Project was different from the others in that it 
did not involve a personal or inner process and so elicited different responses from the 
student/participants, but for the other three — the Risk Project, the Mid-Semester 
Creativity Project, and the final Creative Change Group Project -- a number of common 
feelings and responses were recorded. In these three projects, particularly the latter two, 
students reported starting out with some anxiety, nervousness, and/or fear, but ending 
up feeling good about what they had done. They also reported feelings of excitement, 
fun, and a sense of accomplishment. Especially for the Risk Project and Mid-Semester 
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Creativity Project, students reported a sense of satisfaction at having done something 
they had previously thought they couldn’t. In the last two projects, a common outcome 
was that students opened themselves to seeing and hearing different perspectives and 
viewpoints, breaking boundaries, and increasing openness. Increased self-confidence 
and self-esteem were also reported. The most common reflections included feeling that 
some kind of growth and learning about oneself had occurred. A sense of personal 
empowerment as a result of completing these projects was perhaps the most commonly 
reported outcome. 
Process: Students’ Perceptions 
This section is based primarily on the perceptions of the twelve students who 
participated in one or both interviews. It begins with a discussion of how these students 
defined or perceived creativity itself, in order to set the stage for the discussion on how 
they perceived themselves as creators and as changers. Finally, this section will 
examine how these twelve student/participants perceived the connections between 
creativity and change, and what that meant for them in their own lives. 
Creativity: What Is It? 
Students came into the class with a variety of definitions of what they thought 
creativity was. These were recorded on the initial Survey that they completed during 
the first week of the class. Their perceptions of what creativity is generally fell into the 
following categories: being open, seeing things and thinking in new and different ways, 
breaking boundaries or barriers, innovation/invention, self-expression, and art, writing 
novels, and other “traditional” forms of creativity. By the end of the semester, when 
students were asked to revisit these definitions and add/change/revise them, about half 
the students made no changes. The others who added to their original definitions 
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predominantly said that creativity was about seeing things in different ways, that it was 
“anything,” it was within everybody, and that it could not be defined at all. 
During the semester, in a class discussion on the prevailing theories and 
definitions of creativity, students had some very strong reactions. They liked Maslow 
and Rogers’ self-actualization characteristics and their connection to creativity, the 
concept of believing in one’s own creativity (“If you don’t believe you’re creative, you 
won’t be”), and the theories that perceive creativity as something that comes from the 
individual. They did not like the approaches of Skinner and the behaviorists; the 
analytical, intellectual, “heady” theories (thinking about being creative was a “turn¬ 
off’); and the “Four Ps” (person, product, process, press) — one student said it felt too 
“packaged,” like an “advertising pitch.” In general, they felt creativity could not be 
analyzed. 
In addition, the students in the class critiqued the theories being presented as 
being limited and too “academic”; they thought that these theorists had suppressed 
alternative views by not including women or non-European and native cultures (for 
whom, someone pointed out, creativity is integrated into their daily lives). The Western 
approaches to creativity, they said, by focusing on the idea that only certain individuals 
are creative, made it into a kind of “spectator sport.” Other critiques included the 
economics of creative endeavors: who had the money and/or leisure time to “do” art? 
The art world, they observed, had become a business, more interested in “production” 
than art. They asked, who has the power to make artistic decisions about what 
constitutes art or creativity? 
These themes and definitions — rather, descriptions -- of creativity surfaced 
again in the interviews. Student/participants generally agreed that creativity is hard to 
define -- perhaps it cannot be — and that there is no one definition of it. They 
differentiated between “genius” creativity and “everyday creativity”; for the most part, 
they favored the latter, that creativity is present in everything one does and that 
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everyone is creative. It is a way of being and living; as Lorraine B. said, it’s “how I 
handle my life.” 
Everyday creativity comes through here in the office. Sometimes at home 
the way I have to handle things, sometimes are creative.... innovative as 
well. I think it’s just part of my life that I don’t pay attention to but know 
that it’s there when I need it. (Lorraine B.) 
References to openness and being open-minded, a willingness to take risks, 
spontaneity, and novelty were also common, as was the idea of creativity as self- 
expression; for many it served as an outlet, such as for releasing stress or tension. 
Lorraine B. said that creativity “lets people be people,” while Jordan A.’s definition 
summarizes how many participants in the class felt; 
Creativity to me is the process of being open to feelings, exploration, 
imagination, and possibility. It is about risk and play and moving beyond 
barriers and rules about how one should be and act in the world. 
The concept of creativity as doing and looking at things in different ways, “from 
all different kinds of angles” (Dan B.), was central to many people’s definitions. Just as 
many students had commented about the Mid-Semester Creativity Project and the final 
Creative Change Group Project that these projects had helped them to break out of 
boundaries and to see a variety of perspectives on issues, so these themes emerged in 
the interviews as well. This time, student/participants were speaking about the entire 
course, creativity itself, and their lives in general. Becoming more open was heard 
often; both Dan B. and Lorraine B. used the phrase “opened doors.” Lorraine B.’s 
quote from her high school yearbook — “I will find a way or make one” — and her 
analogies of an “opening flower” and a “diamond with many different sides” reflected a 
general feeling amongst class members. 
It allows for exploration_Creativity is a many-faceted diamond that, 
depending on the light, will allow brilliance into life and make or give a 
situation in a new view. A new way of looking at an old problem in a new 
light. (Lorraine B.) 
Also very common was the idea of creativity as a form of personal self- 
expression, particularly one that comes from within the individual, and that may also 
140 
include a sense of self-fulfillment. Erik A.’s on-going search for a creative medium 
was a search for “ways to express myself, to be creative.” Sheila A. found photography 
just as she was leaving high school, as she was trying to find her voice. Living in 
Europe right after high school she said, “I had no language, I used my eyes; it’s a 
wonderful way to bring what’s inside with the world outside. I guess if I could think of 
anything about creativity, it’s that merging point [between inside and outside]. It’s 
providing connection.” 
That sense of connection extends to the connections between people as well. 
There is an interpersonal aspect to creativity, as these student/participants defined it: 
“It’s how well I can convey my ideas to people” (Erik A.), “the way you interact with 
people” (Heather A.), “a tool to communicate with others” (Kajol B.). As Jordan A. 
summed it up: 
Trying to express myself to others, and that to me is another essential 
piece of creativity, as a means of communication between people ... 
being in relationship, getting through conflicts, working through conflict, 
finding creative ways to express difficult feelings. 
This is not to negate the fact that several students do define or associate 
creativity with more traditional forms, such as writing and drawing. Kajol B. feels that 
a “more intense type of creativity is required for poetry and short story.” For the most 
part, however, this was usually only a part of their overall definition or concept of 
creativity, which usually came back to the “everyday, we are all creative” perspective. 
Sheila A. laughed and said “What is not creative?” When asked “Can you define 
creativity?” she answered simply, “No. You can define me.” 
Self-Perceptions 
In this section, I will discuss how these students perceived of themselves as 
creators, and as people capable or willing to make changes in their lives and/or in the 
world. I will also present their perspectives on the connections between creativity and 
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change. In general, this was a group of students who had positive and strong 
perceptions of themselves, and felt good about themselves. Lorraine B. sees herself as 
“a strong person. I always have been, and I think I’m getting stronger as I’m getting 
older.” Dan B. feels that he’s “in the driver’s seat for everything I do.” Eileen B. was 
always told by her parents that she could do anything she wanted, and she truly believes 
that. She does what she wants and doesn’t “really care what other people say.” 
Some of the students, like Erik A. were in the process of discovering or 
rediscovering parts of who they are. Beth A., for example, credited a combination of 
the Creativity and Change course and another School of Education course she took the 
same semester, Education of the Self with having a major impact on her and her self- 
concept “I think I’m more comfortable with myself than I was before,” she said. “I’m 
a little bit more at ease with sharing my ideas and voicing my opinions.” 
Self as Creator 
As has been noted in the discussion on the Mid-Semester Creativity Project, a 
number of the students entered the class thinking they were not creative. Much of this 
had to do with their perception of creativity itself — the “genius” realm of creation. 
Most students revised their concept of what creativity was, primarily as the result of 
their work in the course and discussions with each other about the nature of creativity, 
with some influence from the readings for the course and from me, as the instructor. 
This revision of definition, along with the knowledge of the creative work accomplished 
in the course, led all the students to leave the class with at least some sense of 
themselves as creative. This sense of “everyday creativity” included conceptions of 
oneself as someone able to make something new, to think about something in a new 
way, to try new things, to take a risk - all of these are aspects of creativity as it was 
defined in this group. 
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As noted, even though she won an art prize in the sixth grade, Lorraine B. never 
saw her ability to draw as creative, because she thought she was merely copying 
something. After taking creativity courses, she has found that her belief systems around 
what creativity is have changed, and she is more accepting of the fact that what she 
draws is indeed creative. A number of students also found that their concepts of 
themselves as creative changed as their definitions changed. Kajol B., for example, said 
that for many years he had made a sharp distinction between his creative self and his 
“functional self, “ which he equated with his professional self. He has recently been 
learning to use creativity in re-designing and re-organizing his training materials and 
approach, as well as re-defining creativity to realize that he can be creative in how he 
lives in his family or interacts with colleagues. “I’m trying to change my attitude, and 
the small things which are related to my living can be creative.” Susan A. had 
approached me at the first class meeting to ask whether I thought she would be able to 
take this class, since she was an Accounting major and, she emphatically said, was not 
creative. She had basically chosen this class because it fit into her schedule. She was 
later pleased to learn that “creativity is not what I thought it was originally. It’s much 
more broad than I thought.” Other students echoed this idea of changing their idea of 
what creativity means: 
I think this course was great for me, just because it made me really dig 
deep inside myself and find out I am creative, in my own way.... I 
shouldn’t feel upset if people criticize me, as long as I feel good about 
what I did. I think I just have a better perception about my creative side, 
and I think I feel more comfortable with myself.... Now I feel a little bit 
more comfortable to sit down and write how I feel... [and] not really 
care what other people thought about the finished project, because it 
meant something to me to do it. (Beth A.) 
I felt like I was always really limiting myself, previous to [the class], but 
then hearing different interpretations and different experiences [of 
creativity], I felt like I really shouldn’t be feeling as limited, as far as 
actualizing potential.... Previous to the class I was always thinking in 
terms of this big standard, this artistic standard. And I guess that pressure 
sort of changed a bit [as he became less critical of himself], sort of like, if 
it bothers you so much why don’t you just change the way you think 
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about it.... Definitely hearing what other people have to say was a big 
factor. (Dan B.) 
Broadening the definition, I can see myself as more [of a] creative person. 
I still have trouble saying that word.... I don’t know if it would be better 
in my mind to have a different word for it. Or just a better definition than 
ones I was brought up with. (Susan A.) 
Like Susan A.’s difficulty saying the word “creative,” Christine B. had trouble 
referring to herself as creative. As was noted in her profile she can, however, write 
“Creative Christine” -- a first move along on her journey of reclaiming her creative side. 
For Lorraine B., the courses she has taken in creativity made her realize that it has 
always been a part of her, but that now she has a label for it. “It’s like the iceberg and 
I’ve only just begun. And there is a lot underground yet. ... I still am inhibited in many 
ways, from way back, and that’s okay, I recognize it.” 
The question may arise at this point why it should matter whether someone 
changes their definition of creativity and thinks of themself as creative. It was apparent 
from these students’ responses and the feelings associated with the revelation that they 
were creative that it quite simply made them feel good, gave them a sense of 
satisfaction, and boosted self-esteem and confidence, to name a few reactions. 
Students reported a number of positive feelings associated with the act of 
creating something: relaxing and a release from tension, satisfying and fulfilling, 
enjoyable and fun, therapeutic and an outlet for feelings, peaceful and enlightening, 
exciting and spontaneous, invigorating and energizing, adventurous and powerful, 
wonderful and intelligent, contented and hopeful. These feelings were often associated 
with a feeling of accomplishment. In addition to these feelings, some students noted 
feelings related to restlessness or humbleness and some reported that it was frustrating, 
anxious, or scary. Heather A. noted that “I think it keeps you sane, [and] keeps a 
perspective on life.” To Kajol B., creativity is about connecting with his inner self, a 
chance to reflect, think, and meditate. It gives Eileen B. a chance to clear her mind and 
not think of anything else, in what Zen refers to as “no-mind.” For Erik A., creativity is 
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about living more in the moment, more fully noticing the world around him; it is a sense 
of peace and “a symptom of human joy.” And Christine B. even felt that when she was 
being creative, she “got more dopamine!” 
The creativity-self-esteem connection was evidenced in this group. For 
Lorraine B., becoming more comfortable with her creativity, specifically writing, has 
meant that she has felt better about herself and her abilities, and she feels less inhibited. 
She has been able to read some of her writing aloud to others, something she never felt 
confident about doing in the past. Kara B., in using her creativity in working with 
children, said that “It was a good self-esteem booster for me.” 
Christine B. was always creative as a child, and suffered greatly when her 
mother died. Though she lost touch with a lot of her creativeness, her need for self- 
expression helped her get through her difficulties. She still had that negativity about 
herself as a creative person when she entered the class: 
Ever since I came to the class, it was like, oh forget it, I’m not creative.... 
I just felt really negative about myself... and yet there was something 
within me that kept on enabling me to express my creativity.... I could tell 
you, if I wasn’t creative, I would have never survived. Because if I didn’t 
write my feelings down, if I didn’t focus on my writing, I would have not 
been able to get my mind off of whatever happened. And I would have 
never been so motivated for change. Me knowing that I’m creative is 
helping me, helping my self-esteem, it’s helping me get the confidence, and 
it’s just helping me get the power I need to change. 
Creativity and creative expression were often used as an outlet, as has been 
noted in the preceding discussion on the Mid-Semester Creativity Projects. Several 
students commented on the benefits of having that quiet, reflective time for themselves. 
Eileen B.’s comment illustrates what many in the class felt: 
It actually makes me more relaxed, when I think that there’s other options 
... there’s different ways of approaching things.... Having outlets to do 
painting or to write. I think people who are stressed and don’t do things 
like that would probably be a lot less stressed out if they would take up a 
hobby. 
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Process in the Class 
Students were asked what they had most remembered from the course, or what 
they thought would stay with them. An overwhelming majority of students replied that 
it was their individual Mid-Semester Creativity Project and the process they went 
through in completing it that had the greatest impact for them. As noted earlier, many 
recounted a satisfying sense of accomplishment. They also felt proud of what they had 
done, and good that they were able to take this time for themselves to do something 
enjoyable that they wouldn’t otherwise have done. What was most impressionable and 
long-lasting was the actual process of getting in touch with one’s own sense of themself 
as a creative individual and all the feelings and insights associated with that, as 
discussed in the preceding section about the Mid-Semester Creativity Project. 
As far as what had been important about the class, many students replied that it 
was having that “legitimized time slot” to work on creative projects. For a number of 
students, it was being given the opportunity to get back to some form of creative work 
that they had done when they were younger, but that had been abandoned or minimized 
when they entered college. For others, like Erik A., it was actually being “forced” to do 
a creativity project: 
I think it forced me. I think what was really helpful was because I had to 
do that mid-semester project. I wouldn’t have walked into that bookstore 
looking at meditation books; I happened to and I picked it up and I read 
through it and it was information that I needed to get through these few 
months.... It’s hard for me to structure myself, to go do those kinds of 
things ... [But] whether it’s for a paper or for a teacher, it’s all for 
myself.... But I think part of the process was about being forced to go do 
something and when I did it I was a lot happier that I did. 
This would imply that without the legitimization of having creative work count 
for academic credit, it would be hard to justify creative endeavors in an academic 
setting which may not place the same value on such work as it does on more academic 
efforts. It was important to students to have this permission to be creative since, with 
the tremendous work load and pressure that they are under during the semester, without 
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the allotted time and required assignments, many of them simply would not have had 
the time or motivation to pursue these creative activities. The question of extrinsic 
versus intrinsic motivation also arises here. However, even though it may have been the 
extrinsic motivation that got students started, a number of them continued with their 
creative process from a more intrinsic motivation, citing the sense of accomplishment 
they had felt. Heather A., for example, noted that “I actually could see that I did 
something.” While in other classes, she was writing about others’ ideas, here she had 
the opportunity to just express herself. “My journal is just my views on things.” 
Christine B. said about her project, “I was committed to [it], I wasn’t just going through 
the motions .... definitely, it feels that I’ve created something and I’ve accomplished 
something in this class, rather than just taking a pass for the three credits.” 
There were other aspects of the course that stuck out for these students once it 
was over. Jordan A. echoed the idea of having a “legitimate” reason to do something 
creative when she spoke of her risk project: 
The risk project was also a big benefit, because it gave me this 
legitimized format in which to pursue this risk that I had already been 
tossing around. And then in writing a paper about it, it gave me a chance 
to analyze the experience and it was nice to have that extra boost. I like 
to think I would have taken the risk anyway, but it was still nice to have it 
supported in that way. 
The idea of having support for such creative projects was also important; Lorraine B. 
felt that “just being around other people that were involved with the same subject matter 
allowed me to be more free and more open and more excited about something different 
in my life right now.” The opportunity for positive feedback from the rest of the class 
and being in an accepting environment also contributed to students’ learning. As Beth 
A. recalled, “It made me feel more comfortable not feeling judged, where people could 
just sit there and give positive feedback. They were really encouraging, and that helped 
me feel more comfortable in the class.” Christine B. agreed that comfort and trust in the 
class enabled her to open up; she added that this feeling of trust with the instructor was 
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important as well: “I knew that you weren’t just a professor trying to get the money and 
just leave. You were really interested in us.” Jordan A. found that having each student 
share in presenting a creativity technique, process, or project helped build a sense of 
trust, in that everyone was taking a risk and making themselves vulnerable. 
There was also a general sense that students enjoyed and appreciated the 
opportunity to participate in a different kind of class; they found the experiential, 
participatory, “right brain” activities different, interesting, and fun. As Dan B. had 
pointed out, his business classes usually don’t allow for the type of thinking he found in 
the Creativity and Change class, while Heather A. noted that the types of activities we 
did in the class were things she “would never do” in her Political Science classes. 
It’s important to point out that for many of these students, this was not a finite 
process. It was not something that was completed at the end of the semester and then 
forgotten as the next semester began. A number of the students were still practicing 
their writing or drawing processes months after the class had ended. Some were using 
their creativity processes for other purposes in their lives, such as when Kajol B. used 
the Morning Pages to solve both personal and professional problems. For others who 
were not actively engaged in their creativity process, the lessons and learnings from it 
were still strongly present in their lives, and they were still engaged in thinking about 
and learning from it, even if, as Christine B. noted, it was unconsciously. As Erik A. 
said, his process was still on-going: “It’s hard for me to look back on it and say where 
I’ve come because it’s too much in the middle of it.... I’m not done. I can’t really say 
where I’ve gone till I get there.” As Kajol B. said of the class, “I think it was process 
oriented, and sometimes you do not feel consciously what kind of learning happened.” 
The product - the written Morning Pages -- did not matter, as he pointed out in our 
second interview. He was preparing to go to Laos in a few days and was, in fact, in the 
process of destroying his Morning Pages. “I can’t carry everything to Laos, and I can t 
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store [them], what can I do? So much paper, you have to destroy.” Although he may 
destroy the tangible pages, the process will stay with him. 
Blocks and Barriers to Creativity 
In order to encourage more creativity in the classroom, with the goal of 
empowering students for making intentional change, it is important to understand 
students’ perceptions of the blocks and barriers they face in becoming creative or 
engaging in creative activities. A number of similarities were noted amongst this group 
of students for both internal and external barriers. 
The most common external barriers were time and money. About time, students 
said that both not having enough as well as having too much was a problem. With too 
much time on their hands, they would tend to put things off. Related to time was the 
lack of a consistent or structured schedule or routine, and related to money was a lack of 
adequate materials or a place to work. 
Other people were also a barrier to creativity, whether because they were 
distracting, or because they had expectations and acted as an external critic. Outside 
pressures and responsibilities such as school, work, and other people’s needs also got in 
the way of being creative. 
The internal barriers to creativity that were discussed focused mainly around 
self-concept: lack of self-esteem, self-worth, and/or confidence. For some, such as 
Jordan A. and Lorraine B., their past experiences with their schooling having stifled or 
squelched their creativity contributed to these feelings. The voice of the internal critic, 
perfectionism, judgmentalism, a rigid mind frame, not taking oneself seriously, 
resistance, feeling unsafe, and lack of support and inspiration also played a role in 
blocking creativity. Tiredness, laziness, personal problems, stress, tension, and 
worrying about things like school, bills and one’s job were also cited. 
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Student/participants did name a number of strategies they used to try to 
overcome these blocks; they are all internally, or intrinsically motivated. Relaxation 
and taking things one thing at a time were helpful, as was allowing oneself the time, or 
giving oneself the permission to do something creative. Several students used journal 
writing to work through and/or dialogue with their fears and resistance; for Jordan A., 
this gives her an opportunity to listen to her inner voice (or inner child). Much of this 
group’s strategies had to do with internal talk: acknowledging themselves and their 
abilities, changing the inner negative voice, or simply changing how they thought about 
the situation or themselves. Sometimes, as Dan B. said, it comes down to pushing 
oneself to just get over the initial hurdle: “It’s a lot easier, because you know you’ve 
done it before, you know you can do it again, you have a track record already.” And 
sometimes it’s simply proving to oneself that the internal critic is wrong. Kajol B. 
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illustrated this to himself one time when he was faced with a writing task; he wrote in 
his journal that he had no idea what to do, and that he could not write: 
I do not know what to do, and I sat at the computer and I was able to 
write. So, the way I perceived myself was not true ... my perception was 
that I was not able to write, and I’m not ready, and so on, this kind of 
thought was going on. And then I paused and, let’s sit at the computer 
and see if I can write, and I was able to write. And [that]... suggested to 
me that there is some relationship between my creativity and initiative, 
taking initiative. 
Self as Changer 
Change for these students means many different things. Dan B. equates change 
with knowing that there aren’t limits, which he sees as detrimental and as preventing 
change and progress. For Christine B., change is a major motivator; it’s important to 
her to not just talk about problems, but to actually do something about them. She also 
sees that a lot of people are afraid of and are not comfortable with change. Lorraine B. 
says that we change all the time. “I think if you didn’t change, you wouldn’t grow. 
And if you didn’t grow, you wouldn’t be alive.” The quotation from her high school 
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yearbook, “I will find a way or make one,” that Lorraine B. associates with creativity 
can just as easily be about change as well; she relates it to “empowerment.” She says 
that it’s the “courage and the understanding” of herself that has enabled her to find the 
answers and make the changes in her life that she has had to face. For Kara B., change 
is similar to the Serenity Prayer: “to let go and to change what you can but accept what 
you can’t” 
For the most part, it was easier for the student/participants to think of themselves 
as creators than as changers. There were varying degrees of optimism regarding one’s 
abilities to make change, but for the most part, about making changes, they reported 
feeling “good,” “great,” “strong,” “powerful,” “scared,” “overwhelmed,” “proud,” 
and/or “in touch with myself, my family, my surroundings.” At least a couple of 
students credited the Creativity and Change course with broadening their idea of what it 
could mean to be a change-maker, in much the same way that a number of students felt 
the class had broadened their definition or concept of creativity. 
From both the interviews and from the Survey, most students felt at least some 
ability to make changes in themselves and their own lives; some had felt that that ability 
had been enhanced by taking this course. These types of personal changes included 
their relationships, education and school work, changing personal habits, and/or taking 
risks. Dan B. and Eileen B. spoke about how they had quit smoking, Eileen B. having 
recently done so between the first and second interviews. Others, like Lorraine B. and 
Christine B., spoke of internal changes, such as becoming more in touch with then- 
creativity or more open to different perspectives. Motivation plays an important role in 
change-making efforts; for example, Kajol B. has spoken of “initiative,” while Susan A. 
believes she can make individual changes if she cares enough about it, and works hard 
enough for it. 
For Dan B., change in his life is a sense of power related to “being in the 
driver’s seat.” He stays away from those places where he might lose that control. And 
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Kajol B.’s life has been a continual change for several years, as he has been in a 
“cultural and linguistic transition.” That is changing again, as he is making another 
major transition, this time to Laos. Undoubtedly, he will call upon his creativity as he 
adjusts to this change. 
Many of the students saw their abilities for effecting change extending to then- 
immediate environments, such as with friends, family, and co-workers, through their 
paid or volunteer work at a school, at their job, in their residence hall, or in another 
community setting. As a teacher, Beth A. sees making change in the classroom by 
making it more multicultural. Anne sees herself as a change agent in her ability to 
“open others’ minds [and] show people different perspectives.” Kajol B. recognizes 
there are many things he can’t change, but understands the small ways in which he can 
influence his workplace and colleagues: “I try to influence them, they try to influence 
me, and I have my own way of doing things and sometimes I try to make change and 
sometimes it happens.” Kajol B. knows about being a change-agent; as discussed in his 
profile earlier, his published writings in his native country of Bangladesh addressed 
many social issues and influenced many readers. Sometimes, however, the change does 
not happen. Some of the students felt powerless to change or influence others, that this 
kind of change was out of their control. Kara B. feels that there is nothing she can do 
about her father’s alcoholism or her parents’ divorce, while Christine B. said that her 
father’s ideas “were so ingrained in his mind that there is no way I can reach him.” 
As far as extending to social change efforts, there were mixed perceptions. 
Some student/participants definitely felt that they were not change-makers in the social 
or public sphere, although a closer examination of what they considered “social change” 
revealed a definition related mostly to pickets and demonstrations. In fact, these 
participants made intentional changes in less observable ways. 
Both Sheila A. and Lorraine B. asserted that they are not the type of person to 
make public changes, to attend demonstrations, and the like. Sheila A. says, “I’m not 
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the kind of person who gathers a rally. I feel my way of making changes are more 
quiet.” 
Lorraine B., too, says that she would not fight for the rights of others; “I’m not 
one to go stand on the street comer, carry placards, or write letters.... I would fight for 
myself within bounds, but I wouldn’t rock the boat as you might say in order to achieve 
a purpose, I wouldn’t do that.” 
Lorraine B. and Sheila A. may not see themselves as change-agents; however, 
from their comments, it appears that they have had influences on others in ways they 
may not think of as making intentional changes. In Lorraine B.’s interactions with her 
family and the students who come into her office on campus, she has to have been a 
subtle influence and role model for how one can cope with change, deal differently with 
life’s circumstances, and broaden one’s perspectives. She has also commented that her 
offering suggestions to a student to help solve a problem may not have changed the 
student, but it changed her in a small way, because “it allowed me to see that I could 
contribute to somebody else’s needs.” 
Sheila A. has started thinking about using her photographs in some way but, 
“Rather than pointing fingers at who’s guilty or who needs the change ... to do it in a 
more subtle, empowering and affirming way, rather than us and them.” She has seen the 
effect she has on her students in the photography classes she teaches, some of whom are 
just out of alcohol treatment, or are recovering from sexual abuse. She sees the role 
photography is playing in their healing processes as a “real vehicle for them,” as they 
struggle with their own “sense of self.” These students, she says, want to change. 
And it’s just beautiful to see, it’s really beautiful. And many of them are 
... at a turning point, and for many it’s like the first time that they had a 
sense of their own value. So it’s beautiful to see people finding their own 
joy. So, when you ask about change that does feel like my vehicle for 
change. 
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Students were aware of the limitations in their ability to make social change. 
Susan A. and Kajol B., for example don’t think they can transform the world, but they 
do see that they could make changes in their immediate parts of it. 
You have to know what you want to change. You have to go through a 
huge learning process. And once you have the knowledge and the know¬ 
how, then you can make a change. But, realistically, I don’t think many 
people can make a change on a national level. Because not many people 
do. You could, but I don’t think I really care enough to. (Susan A.) 
I think I’m capable of making change, but it has its own limitation. I 
don’t think I can change American foreign policy by writing a couple of 
articles. I mean, I’m not that ambitious.... I see myself as a sort of 
change-agent, but although I’m not that optimistic that I’ll be making a lot 
of social change or something like this, I’m living in this country, I like 
this country, and here [there] is a lot of suffering ... and I would like to 
do something. (Kajol B.) 
Kajol B. noted that support and/or coalitions are necessary for transformation: 
“These are all collective processes, I can participate with others to make some change. I 
don’t think individually I’m capable of making changes.” Jordan A. echoed this in 
talking about her frustration at feeling that she has to do it alone: 
I think when you are dealing with authority or a power structure, you 
need alliances, you need a movement, in order to be able to challenge that 
kind of institutionalized power, or the institutionalized power that backs 
up a person in a position of authority. And I tend to feel like I have to do 
it all by myself and then I balk .... I need to work with people who have 
similar values.... Creating community to me is the counterpart to 
opposing the dominant culture. 
Related to this, Erik A. for a long time took a lot of the burden of changing 
situations onto himself. He now sees that “in some respects that was really egotistical 
to say that I could be the solution to all of these problems.... to believe that I by myself 
could do that.” He also came to the conclusion that he needed to not only try to make 
the world a better place, but he needed to live “in lightness and life now. I spent so 
much time thinking of the future and ways to get to be safe in the future” that he wasn’t 
noticing “what’s here and now.” A balance is needed, between taking care of the world, 
and taking care of oneself. Erik A. says people still come to him with all kinds of 
worries about the horrible things happening in the world: 
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Expecting me to say, I’ve got a solution. But at this point I’m going to 
turn right back to them and say, So what are you going to do about it? 
Because we lay burdens on others, because it’s sometimes too hard for 
ourselves to think what we can do ... I need to find myself, find my 
heart, and that example will bring energy to other people and give me 
energy to act.... Whatever I’m doing I want to be able to add my flame 
to it. 
A couple of students are or have been involved in various types of social change 
efforts, while a number of others saw themselves in more of what I will call a state of 
“deferred change-agency.” For these students, still in the midst of their college studies, 
change-agency is a thing of the future; they have a sense of themselves as change- 
agents, not today, but someday in the future, once they have graduated and entered then- 
chosen professions: Christine B. in her future role as a teacher, Eileen B. through 
writing, Heather A. as a lawyer or a teacher, Kajol B. in his work with adult literacy, 
Kara B. in her work with children. Kara B. reflected what several students were 
feeling: 
I don’t see myself as this big problem-solver right now. I think I’m kind 
of in the time in my life that’s more concentrated on myself, because I’m 
dealing with so many little things and where I’m going and what I’m 
doing and even little things now, like moving all my stuff. 
Eileen B. expressed a similar sentiment when she noted that she had not done anything 
recently to help change things, “Because selfishly I think I’m just more worried about 
graduating, and then deciding what I’m going to do to help other people.” 
Several students had clear visions of how and where they saw themselves being 
this change-agent. Dan B.’s goal in his future business career is to help people and 
ensure that “everyone gets a fair shot”; equal opportunity, affirmative action, and civil 
rights are very important to him. Eileen B., who says “I’m going to want to do 
something that is going to help other people,” would like to write for a magazine, 
particularly around women’s issues and images of women in the media. Heather A. has 
always felt she wants to make some change in the world; she wants to go into law for 
women, perhaps working around issues of domestic violence. Maybe then, she says. 
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“I’ll see myself more as a changer in society ... I hope in the future in my work I can 
bring about change.” Both Eileen B. and Heather A. have recently begun thinking that 
maybe they’d like to be teachers: 
I never thought I would want to be a teacher or an educator. But now that 
I’ve taken three education classes, I think I’d like to. Maybe that has 
changed, maybe I won’t be a lawyer but I’ll be a teacher. And that’s an 
agent of change I think. (Heather A.) 
Kara B. has known for awhile that she wants to work with abused children, and 
also feels that when she does start to do so “I’m going to feel more like I’m a change 
agent.” She had recently started looking at this change as bigger than the one-on-one 
work with children she had envisioned. Now — and she credits the Creativity and 
Change class with getting her to think about this — she has begun thinking about the 
issue of child abuse as a social issue, greater than the individual children she would 
work with; she would like to work with organizations on a national level as well. 
I definitely think [the class] had an effect. It made me think, and kind of 
move along thinking about other things and where I want to go and what I 
want to do ... change on the big level... like people who want to be 
somewhere in government and do environmental law and they want to 
have this big effect. And I never really thought of it like that, I just want 
to work with the kids, I just want to help them. But it’s become a broader 
thing for me, there are possibilities for me to have a larger effect. 
Christine B. too sees making change with children, through education. As she 
said, if she didn’t think she could transform the world, she wouldn’t want to teach. She 
believes that “giving young children the proper education is not only in math, science, 
and English and all of those subjects we think are so important, it’s educating about 
society, about who they are.... I’ve seen a lot of prejudice, I’ve experienced it myself, 
being a woman, and I guess I feel like my mission is to make this world better.” For 
her, change work is connected with taking risks, and even though she is scared, she is 
willing to face the consequences, even if it means getting fired from a job for 
distributing condoms in the school or talking about lesbian, gay, and bisexual issues 
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with her students. For, even if she should “fail,” her attempts will initiate a “ripple 
effect” of change: 
I might get fired from a job and I might fail, but in the long run, what all 
this created, a lot of students are going to learn from it, because they’ll 
say, wow, there’s a teacher who really fought.... And I won something 
from it And that student can go to some other student and another 
student So even though I failed myself, I helped other students be 
successful. 
Christine B. is afraid she might sound “too idealistic,” but truly feels that she is capable 
of making changes in her life and in the world, and that anybody is capable of such 
transformation, if they really believe in it: “I know I have the power to change if I want 
to. 
Power 
For some, the concept of power -- “power-from-within” rather than a “power- 
over” of domination -- is closely allied with the feeling that one is capable of making 
change. Kajol B. feels empowered by moving towards a goal; Erik A. by his ability to 
be honest with himself and others. Dan B.’s feeling of power comes from the belief that 
he can do anything that he wants; he proved to himself when he quit smoking that he 
had complete control, or power, over changing things in his life. Jordan A. feels power 
in her personal life but not politically, and Christine B.’s sense of power comes from 
acknowledging the existence of her inner child. Power to Christine B. means “I’m able 
to be creative. It means that I am able to change, and it also means that I’m confident to 
change and to be creative.” 
When asked about how she sees herself as someone capable of making change, 
Eileen B. answered, “Powerful and in control.... feeling that I’m in control, that I have 
power to change things. Makes me feel that, if there’s something that I want to change 
with myself, that I can.” 
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Beth A. confronted an old pattern of not voicing her opinions and sticking up for 
herself, and took the risk to do so. “I’ve never really done that. It was kind of scary, 
because I wanted them [her family] to accept what I wanted, and I’ve never really stood 
up for myself with my family-It turned out wonderful, they were very accepting.” 
The result for Beth A. was a feeling of inner control or power. 
Sheila A. described power this way: 
I saw a wonderful, wonderful huge chalk drawing outside of the library. 
It was huge, and it was big triangles, and it said “Use your voice.” And 
that was just so powerful to me. So powerful. And I just feel that, our 
creativity, we’re meant to share it. And by keeping it hidden, it’s not 
good for anyone. It’s just meant to be shared. It has the power of its 
own.... Let the power of it come through. 
Creativity and Change: Connections 
When Susan A. first came into the class called Creativity and Change, she said 
her reaction was, “Make change by drawing pictures?” Christine B. said that at first she 
saw creativity and change as separate: “I cannot understand how those two can fit 
together. It was just impossible for me to understand.” 
Many of the students, however, came into the class already sensing or knowing 
that there was some kind of connection: a number noted that the two concepts seemed 
like the same thing to them, that change needs creativity and innovative ideas to occur. 
As Ten said, “Creativity and change go hand in hand -- you need to be creative in 
making changes and go through changes to reach the ultimate levels of creativity.” 
By the end of the semester, these ideas regarding the connections between 
creativity and change had been reinforced, strengthened, and expanded. A number of 
commonalities arose concerning how this group of students perceived the creativity- 
change connection. Several students returned to the idea that creativity equals change, 
or that creativity is needed in order for change to occur — in the form of creative 
solutions, fresh and innovative ideas, creative thinking — or even that change could not 
158 
happen without creativity. As Sheila A. said “It was vague before but now I feel really 
a strong conviction that that’s where change is. In fact, the two words seem the same to 
11 
me. 
For some students, this connection had to do with taking risks, personal feelings 
and emotions, and/or confidence. For Dan B., it’s important to be in touch with one’s 
emotions; to express oneself and to know oneself, in order to be able to make change. 
Erik A. also sees a connection with self-knowledge: 
Creativity helps us understand things we have inside of us that don’t 
always come out on their own; through the discovery of our selves, 
values, abilities, and inabilities we then make change. 
For others it was about confidence and self-esteem: 
I think that the self confidence that creativity produces will make people 
less timid about making changes. (Cathy) 
Sometimes being creative makes me feel good inside so sometimes I can 
feel well enough to make changes on the outside. (Eileen B.) 
You have to have the confidence in you that it’s going to work. And then, 
in order for change to happen you have to feel as though it can happen. 
(Heather A.) 
I believe that when you come to see yourself as a creative person your 
whole outlook changes. I think it brings open-mindedness or at least puts 
people on the path towards it. (Kara B.) 
I’m changing myself because, again, my self-esteem, my confidence is 
skyrocketing. I’m also enabling myself to understand the problems and 
the issues in society more. And so educating myself. (Christine B.) 
For some students, the class itself had brought about some change for them; 
some of the Mid-Semester Creativity Projects had transformative effects on the 
students, and the final Creative Change Group Projects made change and creative 
solutions more realistic and in reach for many of them. In addition, as Beth A. noted, as 
a result of taking this class, she was more willing to take a risk, and she was better able 
to express herself. Lorraine B. said that creativity courses “allow you to change and 
grow.” Sheila A. realized through the course, “addressing feelings that would come up 
after the class, I started realizing it was my own resistance to change ... that I needed to 
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let go of.” And Christine B. noted that the class not only helped her as an individual, 
but that it also “gives me some hope, and has guided me towards the very direction of 
change.” 
The idea of being open and not narrow-minded, of seeing and hearing different 
viewpoints and perspectives surfaced here again as students reflected on the connections 
between creativity and change. This ability to look at all sides is crucial to solving 
problems and making change, they said. In Dan B.’s words: “There’s always another 
angle of looking at something.” He used a personal example of change to illustrate: 
To make even just internal change, like quitting smoking ... you really 
have to be creative in the ways you think about it. You can’t think about 
it the same way anymore, you have to ... create new reasons in your head 
why you shouldn’t have one [a cigarette].... If you can think about 
things at so many different angles, it’s a little bit easier to make changes, 
and just turn things around for yourself.... You can’t really make change 
in your life without [creativity].... I think one of the things I’ve learned 
to do is not to always see the end result of a big picture, but sort of take 
things little by little, to make change, to learn how to do something 
different ways. And just knowing how to reach inside. It’s like the 
biggest key in making a change in your life. 
This “reaching inside,” the connection with the internal self is what Dan B. refers to as 
having “your right side of your brain and your left side of your brain both working, as 
best you know how to get them going.” 
Kara B. believes that if the people who were supposed to be solving our national 
problems — getting rid of “gridlock” in her words -- used some of the mind-stretching 
and even silly creative problem solving techniques that we used in class, “they might 
actually come up with something.” For herself, “I try and weigh every aspect of any 
problem that I have and try to see my point of view, see somebody else’s point of 
view.” Several students echoed this idea: 
Doing [things] in a different say, being able to look at all sides, I think 
that’s how a lot of people who do make change have done [it], in different 
creative ways. And that’s how you try different things. (Eileen B.) 
Being able to look at all sides, not just following the same way that other 
people have done things, coming up with your own ideas to change 
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whatever it is. I think that’s how most people who do a lot of good 
things, they obviously do their own thing. (Eileen B.) 
I think that when I feel stuck or depressed or emotionally blocked or 
overwhelmed, it’s often through creative expression that creates 
movement and change. And a learning and growing connection and 
block too in terms of conflict between people, in relationship. Being able 
to be creative in a sense of being open and imaginative, and trying to 
think outside of structures that we’ve been given by the dominant culture 
and that don’t work effectively. Trying to think outside of those 
structures to me is creative, and is a way to begin to liberate oneself from 
conventional paradigms that keep people in ruts, and feeling unseen and 
unheard and unconnected. (Jordan A.) 
Creativity in terms of creative thinking, approach, and strategy were also 
mentioned as necessary to making change: 
People are always against change, consciously or unconsciously, we all 
are against change ... So when you are trying to change something, we 
should be expecting there will be some resistance ... so it requires you to 
find a strategy, and if you use strategy [that] is creative, there’s a chance 
you can convince people for positive change. (Kajol B.) 
For Susan A. and Kajol B., the idea of visions of change and/or visualizations 
also played a role; Susan A. said that “Creativity can spark many visions of change that 
may not have come out otherwise.” For Kajol B. “You visualize the change.... If I can 
visualize things I can move [in] that direction.” 
Creative expression, through the arts or writing, was an important aspect of 
change for many of these student/participants. Sheila A. has seen changes in herself 
and her students through photography and its role in helping people tap into their own 
creative energy -- its “role in expanding knowledge and awareness.” Eileen B. pointed 
out how many times teachers are able to “break through” to students through the arts 
and writing. 
Several students use some kind of writing practice or journal to cope with their 
problems and the changes going on in their lives. Kara B. uses writing to explore and 
weigh different sides of an issue, and Eileen B. uses her journal to “look at how things 
were and how things are now, to see if anything’s changed, or see if I’ve made an effort 
to work on my part.” Christine B. used journal writing to help her get through her 
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mother’s death. She also believes that she could change a lot through her writing: “My 
biggest strength is changing people’s attitudes by writing.” She also learns and changes 
herself through her writing. 
Kajol B., as discussed earlier in his profile, has used his creative voice through 
writing to bring social and political issues to people’s attention, to the extent that he was 
receiving hate mail -- one indication of people’s resistance to change. In addition, it 
was through the writing itself, through his journalism, that Kajol B. became more 
socially aware in the first place. Now he sees himself combining his writing skills with 
his work in training, adult education, and community development to create change. 
Eileen B. and Dan B. made another connection with the arts when they 
mentioned movies and the power they have to present issues in a way that people 
otherwise might not notice, echoing the Arts for Change Project and what students 
observed there. For Eileen B., movies provide both an “escape” and an opportunity to 
open discussion about issues with others: “You can do more things visually than if you 
were just at a lecture.” Dan B. said that with a movie, “you can really feel their 
feeling.” This release or expression of emotions is an important element in facilitating 
or encouraging change. 
Another common area where students saw the connection between creativity and 
change had to do with interpersonal relationships, particularly around communication 
and conflict resolution. Kajol B. spoke in terms of a creative approach to conflict, 
discovering a language with which to communicate. For Eileen B. and Heather A., 
creativity can help relations between people and minimize miscommunication by 
encouraging them to see all sides and/or do things differently: breaking boundaries. 
Creative expression, according to Jordan A., can help resolve conflict between people, 
and can enhance growth and connection between individuals; for her, “another essential 
piece of creativity is as a means of communication between people.” 
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Finally, as noted, quite a few students in the class had plans to teach or work 
with children in some capacity. As change-agents, working for change with either 
individual children or within the educational system as a whole, they see the role 
creativity can play in this work. Beth A. sees using the arts — plays, storytelling - in 
her multicultural classroom to help children learn about different cultures and ethnic 
groups. She also wants to let them know that they can use their own creative sides to 
feel good about themselves. Heather A. also connects enhancing children’s self-esteem 
with creativity and change. Art therapy is how Kara B. sees this connection: using art 
with young abused children to make positive change in their lives and self-concept. 
Sheila A., as noted, in her teaching of photography, facilitates change in her students. 
Christine B. also foresees making change as an educator, using creativity: 
Enlightening other students and other people, of the realities they might 
not be in touch with. Opening up their minds to different possibilities, to 
see the world in a different perspective. And, I’m also enabling them to 
find their own creative ability, so they can feel powerful. Because if they 
can’t feel powerful, if they can’t find their creative ability, they’ll never 
find the power to change. 
Press: Bias-Related Environmental Influences on Self-Perception 
The concept of Press (Rhodes, 1961) refers to the individual’s relationship and 
interaction with various environmental factors. While it is interconnected with Person, 
Product, and Process, and has been interwoven throughout the preceding three sections, 
there were a number of particular examples of ways in which individuals’ interactions 
with the environment had a strong impact on their self-concept and their perceptions of 
themselves as creators and/or changers. These influences included family and school, 
culture and language differences, and issues of social identity, including gender, 
ethnicity, class, and age. I will briefly refer to a few of these incidents to give the reader 
some sense of the impact that social environment as it relates to bias and/or social 
identity can have on creativity and self-perception. Though not directly related to the 
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original research questions of this study, these findings were an off-shoot of the broader 
question of how creativity is related to change efforts. 
Jordan A. vividly recalled a time when she felt she was punished in school for 
being creative. Unknown to her at the time, when she was in the fifth grade her male 
teacher made her the subject of an experiment in which she was seated separately, away 
from the rest of the class. Her creative response of getting fifty schoolmates to sign a 
petition to return her to the group was met with the teacher’s rage and threats. “He 
really frightened me on a really deep level that I retained for years afterwards.” She 
says that what she did was “actually very creative and positive and empowering,” and 
feels that if she had been able to get support for her actions, “I’m sure I would have 
continued to exercise that part of me more, with more confidence and less fear.” 
Instead, she has struggled with issues of self-concept and her ability to be creative to 
this day. As she sees it, the incident was connected to gender: 
Being a girl at that time, and having all these male teachers and, you 
know, girls were supposed to sit quietly with their hands folded and be 
nice and sweet, and I wasn’t I was really kind of precocious and 
enthusiastic and curious and questioning, and so I didn’t fit into the mold 
that I was supposed to be in. 
Gender has also played a part in Lorraine B.’s relationships with her father and 
her husband; their attitudes towards women and their treatment of her has had a strong 
impact. She changed dramatically when her husband died; she felt more relaxed, more 
positive, more in touch with her creative self. She now feels that the “world is open to 
me in many ways.... I can do anything I want.” School, too, affected Lorraine B., in 
her being relegated to commercial English instead of the college track classes; although 
it is unclear whether this was related to gender or class, it is clear that Lorraine B. has 
had to struggle with writing as a result. Only recently has she begun to feel more 
confident about it. 
Being female has also impacted Eileen B., although in a different way. Because 
her father did not limit her based on gender, Eileen B.’s confidence and self-concept 
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were influenced for the good. The irony is that, as discussed earlier, the reason he did 
not limit her was because her father treated Eileen B. as the son he never had. 
Unfortunately, chances are if she had had a brother, her father probably would not have 
given her the same opportunities as he did. 
The cultural differences between Kajol B.’s home country of Bangladesh and 
the United States have been discussed previously. The emphasis in the United States, in 
his view, is on the functional and on capital, as contrasted to the calmness of his 
Bangladeshi village, which he feels allows for a far greater level of reflection, so 
necessary for creativity to occur. Heather A. echoed this observation when she recalled 
a trip to Italy: “I think their society is a very creative society. Everything is beautiful 
there.... And they take time out to live.” She spoke of how much more relaxed that 
culture seemed in comparison to the hectic pace in the United States, and connected that 
with the creativeness she observed there. 
Language too plays a role in blocking creativity for Kajol B. and Mona; they 
have both experienced the difficulty of thinking in one language (Bangla and Italian, 
respectively) and having to translate into English, sometimes not being able to find the 
appropriate words. For Kajol B. especially, his lyrical and poetic native language of 
Bangla defies English translation. 
Class issues also arise around creativity, either inhibiting or encouraging it. 
Kajol B., growing up in one of the wealthier families in his village, was able to pursue 
his creative interests; as a young adult, his mother supported him so he could write and 
work at the newspaper. He also discussed the oppressiveness of the feudal class, which 
was abolished shortly before he was born; there was a contradiction inherent in the fact 
that through their oppressiveness, the feudal lords were also the patrons of the arts, 
literature, and music, making it financially possible for many artists to create. 
Another side of class is one which Jordan A. referred to: in the United States, 
she believes, creativity is “to a significant extent a privilege of those who have the time 
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and the money to pursue creative interests.... I’m aware of how many people get left 
out of being introduced to some type of creative process that can be really beneficial to 
people [because of the monetary fees required].” Eileen B. also discussed a monetary 
issue around creativity: that of funding for the arts in schools, and how those are the 
first items to get cut when the budget ax falls. She believes it is also a gender issue: 
“Those are things [art classes] that people assume are for women, that I think has a 
direct correlation between why those things are cut.... People assume that art is for 
women.” 
Chapter Summary 
In this chapter, I have presented and analyzed the data from both student work in 
the course Creativity and Change and from their interviews. Profiles of the six 
student/participants who took part in both interviews were presented to give a picture of 
the Person aspect of creativity and change. The four major projects that were assigned 
over the course of the semester were discussed and analyzed to show the Products of the 
class. The ideas, thoughts, opinions, and self-perceptions of the student/participants, as 
expressed in their interviews, were presented to illustrate Process as it relates to 
creativity, change, and their interconnections. Finally, a brief discussion of Press was 
included to further illustrate connections between creativity and social issues. Though 
this proved to be a useful way to organize the data and findings for this study, it must 
also be remembered, as it must have been apparent in the various sections of this 
chapter, that none of these four aspects of creativity exists in a vacuum, and that there 
are necessary interconnections and overlaps between them all. 
A number of common elements have become apparent in this study. Again and 
again, students returned to concepts of empowerment, varying viewpoints and 
perspectives, self-confidence, sense of accomplishment, the emotional impact of 
creative acts and expressions, the importance of having some form of creativity in their 
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lives, the sense of growth and learning about oneself through creativity, and the 
satisfaction it brings to them. This sense of satisfaction and an attitude and belief of “I 
CAN” was evident throughout the course and the projects, and a number of 
commonalities and connections between creativity and change were identified. There 
was overwhelming support among these student/participants that some form of 
creativity is necessary in order for transformation to occur, and that such transformation 
may not be possible without creativity. 
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CHAPTER V 
CONCLUSIONS AND RECOMMENDATIONS 
Conclusions 
This study undertook an exploration into the connections between creativity and 
change/transformation. Specifically, I sought to determine how a group of students who 
were enrolled in an elective undergraduate college course designed and taught by me 
and entitled Creativity and Change perceived of themselves as creative individuals and 
as persons capable of making change in their lives and in the world, how the two 
concepts of creativity and change fit together for them, and how they utilized creative 
processes in the pursuit of change. It was hoped that by understanding these 
perceptions directly from the students themselves, educators would be able to gain some 
insight into how they might incorporate some of the elements of creativity into course 
material and other educational efforts, particularly in content areas that addressed social 
and political issues and problems, with the goal of empowering students for change and 
transformation. Especially in subjects which require that students consider new or 
different perspectives than they had previously held, it was believed that aspects of 
creative thinking and problem-solving could be beneficial. 
In addition to the common themes that arose from looking at these students’ 
self-perceptions of creativity and change and the specific types of creativity and 
visioning techniques they utilized, each of the eighteen students who participated in this 
study gained and expressed very personal and individual meaning from and about their 
experience, as they were involved in an experiential, reflective, and process-oriented 
course. These students were not just participants in a research study; most of them 
benefited from their participation in the course and study, and experienced personal 
transformations in the process. Students left the course with a broadened perspective on 
creativity, change, and social issues, and with an increased knowledge of themselves. 
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Self-knowledge, understanding, and acceptance of oneself are crucial prerequisites for 
the understanding and acceptance of others, particularly if those others are very 
different from oneself. 
This course was different from most classes that undergraduates are exposed to 
at the University, and that was one of the most appreciated aspects of it for them. In 
essence, this was a course in which feelings and experiences were valued as highly as 
thinking and learning information; it is the latter which comprised most of their other 
classes. 
While this study can recommend some concrete methods and techniques that can 
be incorporated by educators, the strength of this study comes from an increased 
understanding into student learning and process; educators can take this knowledge and 
create their own teaching strategies from it. As an exploratory study, this research has 
also raised a number of questions and suggested a number of avenues for future study 
that could further our understanding of the creative process and its influence on student 
learning, liberation, empowerment, and change/transformation. 
There were some specific creativity techniques and exercises which students 
found useful, such as brainstorming, visualization, and meditations. These techniques, 
along with the general atmosphere of the class in which there was no pressure to always 
have the “right” answer, gave students a welcome chance to relax or “let down their 
guard.” Skits and games proved a valuable method for presenting issues to the rest of 
the class, and creative expressions such as drawing and writing were commonly used 
for a variety of purposes, including as an outlet for emotions, a release of tension, 
and/or as a tool with which to resolve problems and to get through intense personal 
experiences or circumstances. Throughout the course and projects, students valued the 
element of humor, laughter, fun, and silliness. 
Most students reported that the projects, particularly the Mid-Semester 
Creativity Project, had the greatest impact on them. It was from this project, a highly 
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individualized process, that many students said they derived the most benefit and the 
most satisfaction, and from which the most learning came. From the projects, they also 
gained valuable risk-taking skills, and the knowledge that they were capable of doing 
something that they had previously thought they could not do. 
The students also described how they had gained much from each other ~ from 
listening to each other, discussing, and working together in small groups for the final 
project. This openness to each other developed an appreciation of differences and a 
realization that, in spite of their differences, they had many concerns in common and 
they could work together towards a common goal. In addition, the risk each student 
took to share a very personal part of themselves with each other ~ reading a poem 
aloud, showing their photographs — created a sense of safety, trust, and commonality 
amongst the group members. The creative processes in which they were engaged 
appeared to be community-building. 
One of the greatest learnings for many of these student/participants was either 
the re-affirmation of a long-lost creative side, or the realization that they were, indeed, 
creative. Some people may wonder why it should even matter whether someone thinks 
of themself as creative or not. It was apparent from student reactions that the feelings 
associated with the revelation that they were creative were nothing but good: they felt a 
sense of satisfaction, increased self-esteem, and confidence. Other feelings associated 
with creativity included empowerment, fun, excitement, openness, relaxation, 
therapeutic, peaceful, spontaneous, energized, adventurous, contentment, and hope. 
Students described an increased self-confidence and self-esteem not only in their ability 
to be creative, but in general. There was a general feeling that said, “I know I can do 
it.” It was important to students to recognize themselves as creative individuals, and to 
have creativity in their lives. 
Students felt a sense of accomplishment and satisfaction as a result of gaining 
this sense of their own creativity and by creating possible solutions to overwhelming 
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social problems. They realized that they were capable of accomplishing something that 
they had previously thought they could not; perhaps the biggest boundary they broke 
was that of their own self-imposed limitations that prevented full expression of their 
creativity and problem-solving abilities. This sense of accomplishment, when applied 
to other parts of their lives, resulted in the feeling that they were capable of making 
intentional changes elsewhere. 
A sense of personal empowerment also came out of this sense of 
accomplishment; creating these changes for their projects, even if hypothetical, made 
students feel powerful. They also mentioned that being able to discuss possible 
solutions rather than just identifying the problem, and working with others who had 
common concerns, enhanced a sense of change-agency. Empowerment arose from the 
combination of creating a vision of possible solutions together with the knowledge that 
one is capable of doing something. 
Student/participants learned about themselves through discovering their creative 
voices. Being in a creative state was to be in a safe space, to be with and check in with 
oneself — one’s inner self, or inner child — to reflect, think, and meditate. This state 
gave student/participants the sense of their own ability for transformation. Such self- 
knowledge is a critical element of a well-rounded education. 
It was one of my original premises that the aspect of creativity having to do with 
a “whole-brain” perspective on the world could be useful to decrease dualistic 
“us/them” thinking, help nurture an awareness and valuing of the uniqueness and 
commonality of all human beings, and create alternative world views, visions for 
transformation, and possible futures. By far, one of the most common comments heard 
from the student/participants in this study was that, through taking the Creativity and 
Change class, they had learned the importance of and skills to be able to hear and see 
different perspectives and viewpoints of problems, issues, and each other. There was a 
sense of increased openness, of breaking through boundaries and barriers, of embracing 
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a more non-linear process of thinking and viewing things. The more different 
viewpoints and perspectives one is able to perceive, the greater the variety of possible 
solutions that could be generated. This is important to change-making efforts, in that 
transformation requires breaking through the barrier of resistance and fear, and being 
open to other possibilities. 
There were a number of ways in which these student/participants connected 
creativity and change/transformation. Many of them echoed the belief that creativity 
and change go hand in hand, that one needs to be creative to be able to make intentional 
change, and that transformation may not be possible without some element of creativity. 
Some of the connections they made, taken from their own perceptions and comments, 
are as follows: 
• Rather than merely focusing on the facts, issues, and problems, creativity allows one 
to develop possible solutions by envisioning alternatives and breaking the 
boundaries that resist change. 
• Creative and artistic acts and products have an emotional impact on both the creator 
and those who view the creation, and change/transformation develops from the 
emotional level. Artistic expressions such as theater, film, and music can speak to 
us about social concerns on an emotional level, in ways that more academic 
discourse, lectures, or books cannot. 
• The self-confidence that creativity produces can make people less timid about 
making intentional changes. If one feels good inside, it will be easier to make 
intentional changes on the outside. 
• Transformation takes time, and in order to facilitate it, one has to believe oneself 
capable of such intentional change, and have the confidence that it will work. 
Creativity can supply the needed motivation for transformation. 
• It is important to express and know oneself to be able to make intentional change. 
Developing one’s creative voice can enable one to come closer to one’s true self and 
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identity. Creativity can facilitate that self-knowledge, so critical for transformation 
to take place. 
• In order for transformation to occur, the status quo needs to be challenged. There is 
an element of risk-taking inherent in challenging any system; creativity, with its 
openness and multiple perspectives, can allow that to happen. 
• Creativity gives people hope, allowing new ideas an opportunity to work. With an 
open mind, anything is possible; even the most difficult problem could eventually be 
solved. 
It is interesting to note the dynamics around motivation in this course. Research 
has shown that intrinsic motivation is more conducive to creativity than extrinsic, which 
has been found to inhibit creative functioning (Amabile, 1983); more recently, however 
it has been found that both forms of motivation may play a role in encouraging 
creativity. Particularly in this case of students enrolled in an elective college course, it 
appeared to be the extrinsic motivation — in the form of an assignment — that compelled 
them to at least get started and to break through their initial barriers. For instance, in 
most cases, students reported that they would not have taken the risks they did for the 
Risk Project, and most probably wouldn’t have engaged in the creative processes they 
undertook for their Mid-Semester Creativity Projects without the assignment to do so. 
It is unfortunate to think that they would have missed out on these opportunities, which 
had such strong impacts on their lives and were even transformational for some, had 
they not had a class to support them in doing so. In these cases, extrinsic motivation got 
them started, but then it was their own sense of satisfaction — intrinsic motivation — that 
kept them going. 
In an educational system that places utmost importance on academic learning 
and determines young people’s futures largely on the basis of linear, analytical, 
standardized achievement tests, creativity has been undervalued and even undermined - 
witness the vast amount of budget cuts that have targeted the arts in schools. And the 
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other aspects of creativity that have been addressed in this dissertation, such as creative 
thinking, problem-solving, the ability to see multiple perspectives, openness, and 
flexibility, are rarely, if ever, addressed and included in the curriculum. 
To some, creativity has been a questionable discipline. It has been limited to 
“the arts” and relegated to the realm of “extras” and “add-ons.” But what I learned from 
these students is how very important creativity is to them. In the case of those students 
who came into the class with previous positive experiences in being creative, it was an 
important part of their lives, one which they missed when it was not there. For those 
who had previously thought of themselves as uncreative, the new realization that they 
were indeed creative brought them pleasure and satisfaction with themselves upon 
discovering that they could actually draw or write. For all, the self-esteem benefit was 
evident. 
For all these students, there was a general sense of “I CAN”: I can do something 
that I enjoy, something that gives me pleasure, but most of all, I can do something that I 
thought I couldn’t. I can believe in myself as a creative person. Perhaps one feels so 
pleased and satisfied with oneself because creativity has been held “out there,” only for 
the “geniuses” and the “talented.” We are told we “can’t” and then we discover we 
“CAN.” This has to be good for self-esteem, motivation, and empowerment. It is also a 
challenge and a contradiction to the status quo of “genius creativity” and the 
disempowerment of individuals. Surely this is a vital element of knowing oneself and 
developing oneself as a whole person, one who feels and knows she or he is a capable 
and creative individual. Further, this sense of “I can,” whether it be drawing a picture, 
writing a poem, or cooking a dinner, can extend to other parts of one’s life. If I can 
draw, when I thought I couldn’t, what else might I be able to do that I’ve been told I 
can’t? 
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Implications and Recommendations for Educators 
A number of the students in this study have credited their education and 
presence on this University campus with having a positive impact on them. Education 
has been a catalyst for changes in beliefs and attitudes; it has exposed them to new ideas 
they hadn’t been exposed to before, which changed their thinking and viewpoints. As 
educators, we are in the business of change, for how can increased knowledge and 
information not transform someone? How, then, can we as educators make the best use 
of this potential for transformation in students? 
Based on the findings of this research, I propose a number of recommendations 
to consider regarding the incorporation of various aspects of creativity and creative 
thinking into instructional practices. Incorporating these elements into classrooms and 
teaching strategies can help foster learning environments which support and encourage 
change/transformation, liberation, and the empowerment of the students to whom we 
are ultimately responsible. Although this study focused on college students, these 
recommendations could, and should, be utilized with students and learners at all levels. 
• The student/participants in this study gained a great deal of self-confidence and 
personal satisfaction from discovering their ability to be creative. Access to and 
encouragement to participate in more arts courses as part of a well-rounded 
education would be beneficial to students, and it would affirm and value this aspect 
of knowledge. Hearing from students how important creativity is to them, the rash 
of cuts to arts funding both in schools and in the community is particularly 
worrisome. But increasing support for the arts is only one aspect of including 
creativity in education. We also need to include more creative approaches to 
teaching and learning in academic content areas. 
• From this study, it was apparent that there was a wide range of opinions about 
creativity. For the most part, these students saw the potential for creativity in 
everyone; this concept of “everyday creativity” differs from the standard image of 
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“genius” creativity. Educators, too, need to broaden the definition of creativity. It 
is an important and worthwhile aspect of self-knowledge; we need to value and 
legitimize self-knowledge and process-oriented learning, along with content-focused 
teaching. As these students have shown, learning takes place both intellectually and 
emotionally; we need to teach from and to the heart as well as the head. 
• During the course, I was able to be flexible and open to students’ needs, which 
enhanced their learning. For example, one student who handed in her mid-semester 
paper very late was able to complete a much more meaningful project from which 
she learned a lot more than if she had had to hand in an inferior project earlier to 
meet the deadline. Flexibility, openness, spontaneity, and creativity on the part of 
an instructor will do much to set a tone in the classroom that welcomes and 
encourages creative thinking. Educators can nurture their own creativity by 
participating in creativity training, art, writing, or other such courses. 
• Guidelines were established during the first couple of classes in order to create an 
atmosphere of trust, safety, openness, acceptance, non-judgmentalism, and respect. 
At the same time, there was a lightness that allowed for creativity, humor, laughter, 
fun, and even silliness. Setting the tone in a classroom, besides enhancing creative 
thinking, can facilitate the expression of a variety of viewpoints and opinions, as 
well as positive feedback ffom others. In this way, students are able to hear and 
learn from each other as well as the teacher. This can be particularly beneficial 
when the course content deals with social issues that may be highly emotionally 
charged and controversial. 
• The students in this study felt richer for having had the chance to broaden their own 
perspectives, both as a result of thinking more creatively, and from hearing and 
sharing with each other. They felt that change was easier when they worked with 
others, and that the more people who worked on a problem, the more ideas that 
emerged. Working together cooperatively in small groups can enhance the 
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production of creative ideas and possible solutions. It also helps establish mutual 
support and solidarity between class members, so they do not have to feel that they 
are alone with the problem; otherwise, they may feel overwhelmed and powerless to 
change. Even in large classes, it is possible for small groups of students to get to 
know and work with one another. 
• Creating accepting climates where students can feel free to express all opinions, 
even if they disagree with the instructor, allows the free exchange of ideas. 
However, in some classes that profess to be teaching for transformation, students get 
the impression that there is a “right” answer and they have to “tow the party line” 
and not disagree in order to pass, as one student described a Women’s Studies class 
she had taken. Instructors as well as students should strive to remain open to other 
viewpoints; otherwise, students will shut down, and true learning and transformation 
will not occur. 
• Several students said that what they found useful about the creative approaches to 
solving problems was that they were able to not only discuss the facts and problems 
and become more aware of them, but had the opportunity to also discuss and 
develop possible solutions. Opportunities for creating visions of transformation 
help foster optimism and hope, and give students reinforcement that such change is 
possible. 
• Students experienced the emotional power of creative expression in making social 
and political statements. They found films, theater, and music touching, uplifting, 
moving, and powerful; these depictions made the issues being portrayed more real 
for them. Emotional engagement can be achieved by including theater, film, music, 
art, and other creative mediums that address the subject content. Including activities 
that allow students to engage in writing, drawing, or other creative expressions can 
also address this emotional element of learning. 
177 
• Students found the experiential, participatory, right brain activities to be different, 
interesting, fun, and a welcome change from the more linear, logical, and analytical 
types of learning they experienced in most other classes. When a teacher utilizes 
only one style or mode of teaching and learning, many students with different 
learning styles may be short-changed. Reliance solely on linear learning may even 
disadvantage girls more than boys. As discussed in Chapter II, recent research has 
found differences in how females and males perceive themselves and their 
relationship with others (Belenky et al., 1986; Gilligan, 1993; Lyons, 1983). Left- 
brain thinking and teaching styles have much in common with the male style of 
objectivity and separateness, while the right-brain styles are similar to the female 
sense of connectedness. 
All of these teaching and learning styles are equally important; that is why a 
creative, “whole-brain” approach to education is ideal. Teachers can incorporate 
techniques such as “mind-stretching” creativity puzzlers and exercises, creative 
problem-solving, brainstorming, freewriting, skits and role plays, as well as 
visualizations and other meditative approaches that facilitate getting in touch with 
one’s inner voice. These types of activities, along with an atmosphere of flexibility 
and openness, can both create a balance between left and right brain learning, and 
stretch student thinking beyond internally or externally imposed barriers and 
boundaries to transformation. 
Recommendations for Further Research 
This dissertation broke ground in two areas of creativity research: 1) looking at 
the effects and benefits of a creativity class from the perspective of the students who 
were enrolled in it, and 2) connecting creativity to personal and social change efforts, 
again, from the perspective of students. As an exploratory study, it has raised a number 
of questions and opportunities for further research. 
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1) Continued research is needed into the benefits of creativity training and 
participation in creative acts from the viewpoint of those participating in the training, in 
a variety of other settings and with a variety of different types of learners. Such 
research would further our understanding of how students learn about, respond to, and 
utilize creative processes. 
2) The connections between creativity and change/transformation that were 
identified by the students in this study were interesting and encouraging. However, this 
was a small, self-selected sample comprised of students who had been attracted, for one 
reason or another, to an elective course called Creativity and Change. It would be 
useful to continue this inquiry with students in a variety of other courses, majors, and 
settings. How would students respond to creative problem-solving, with its elements of 
deferred judgment and non-linear idea-generation, being introduced into a science or 
psychology course, for example? What effects would the introduction of creative 
techniques into other social issues courses have upon students’ ability to envision and 
create solutions and change strategies to social problems? In addition, as it has been 
shown that creativity can enhance self-esteem, it would be useful to further research the 
effect that this enhanced self-esteem has on motivation and ability for making 
intentional changes in one’s life and in the world. 
3) Other connections between creativity and change/transformation need to be 
explored. What is the paradoxical effect of oppressive and repressive societal 
conditions upon creativity, both in inhibiting it and in encouraging it, such as when 
targets of oppression use their creative voice as an affirmation of self in spite of the 
oppression? What role does creativity play in helping someone break free of internally 
or externally imposed restrictions and limitations? 
4) The student/participants in this study were moved by the theater and film 
events they viewed. Further study would be beneficial to determine just what this 
emotional impact of the arts is, both on the producers/participants in the creation, and 
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on the viewer/audience. Do the arts encourage or enhance one’s ability or 
determination to make intentional changes or experience personal transformation? If 
so, what is this process? 
5) Many people are afraid of change. We need to learn more about the barriers 
and resistance that people have to change and transformation. What gets in the way of 
envisioning and creating such change? This study revealed some of the ways that 
creativity can play a role in overcoming some of these barriers; further study into this 
connection would be beneficial. 
6) One of the more common themes reported was that this class enhanced 
students’ ability to see different viewpoints and perspectives. How much is this 
openness and flexibility connected with the creativity content of the course and 
students’ projects ? Further study would be useful to determine just how the course and 
creativity affected this ability. How might the inclusion of creativity techniques 
enhance the cooperative problem-solving of a group? In a related vein, does the skill of 
maintaining an openness to alternative viewpoints indeed enhance change-making 
abilities? How can this kind of “wide world view” be incorporated into other courses 
that are not focused on creativity itself? How can this view of connectedness, and not 
separateness, be fostered to bring different people together to work for common goals, 
and to overcome differences, biases, and stereotypes? Do the traits such as openness 
and flexibility that creativity training encourages have a positive effect on reducing 
inter- and intra-group conflict? 
7) Creative activity and expressions have been described as being an outlet or 
emotional release for stress and tension. For these students it served as an opportunity 
to think, relax, meditate, reflect, and get in touch with their inner selves; there was a 
spiritual dimension to creativity for some. Together with the confidence and esteem 
building benefits of creativity, and the traits of openness, flexibility, connectedness, and 
boundary-breaking that it can encourage, the question arises as to what role creativity 
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might play in anti-violence education. Recalling the work of the African Creativity 
Foundation as reported by Kobus Neidling (1992) and the positive effect of creativity 
training upon police officers and decreased violence in South Africa, further study into 
this connection is critical in this day of increasing interpersonal conflict and violence. 
Summary 
It had been my hope that this research would be a beginning to better understand 
the multiple aspects of creativity and its importance to self-development and education. 
In particular, I sought to understand the role that creativity can play in empowering and 
liberating creative thinkers who would be willing to take the risks that are needed for 
transformation to occur. The responses of the students who participated in the course 
Creativity and Change and in this research project were encouraging in supporting the 
premise that there are, indeed, multiple connections between creativity and 
change/transformation, and multiple ways that creativity could be used to foster change¬ 
making attitudes and behaviors. 
The challenge now lies with educators to bring these techniques and attitudes 
into the classroom, particularly where social issues and problems are being discussed. 
This will require fundamental changes in our own attitudes and assumptions, and our 
challenge will be to overcome our own resistance to change. 
Freire (1970) has said that cultural invaders “impose their own view of the world 
upon those they invade and inhibit the creativity of the invaded by curbing their 
expression” (p. 150). Creativity is threatening to the status quo, and it has therefore 
been discouraged. For, creativity is imagination, and it gives one the power to imagine 
alternative possibilities and realities. And, if one can imagine it, one can attain it. That 
is perhaps why so many governments, colonizers, and even educators attempt to censor 
and repress the artists of the time. 
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Creativity, in its broadest form, has the potential to free our expressive selves. 
As this group of students has demonstrated, it also has the potential to bring people 
together. It is the “larger web of interconnections among persons and between persons 
and the rest of nature on which a genuine justice must be based” (Sampson, 1986, p. 89). 
Interconnections between people, coming together across differences, and 
efforts towards intentional social change have to start with the individual. The students 
in this study have begun by claiming their right to their capable, creative selves. They 
discovered the power of knowing “I CAN”: “I can draw, I can write, I can do 
anything.” This sense of “I CAN” is crucial to be able to create or to transform. 
In order to intentionally make changes, particularly around difficult social 
issues, a vision of the possible alternatives is necessary. The students who participated 
in this study have shown us something about the power of creativity, the possibilities of 
transformation, and the ways in which they put the two together. The visions for 
change and transformation that they took with them from the class may be attainable or 
idealistic, simplistic or profound, but they were their visions. In finding the sense of 
possibilities that these visions afforded them, they were empowered with the courage to 
create, and to change. They each then become Keepers of the Vision — as can we all -- 
not in the sense of keeping it to themselves, but in the sense of conceiving, nurturing, 
safeguarding, giving voice to, and implementing their visions for a better future, and a 
better world. 
Being able to think outside of conventional structures and paradigms is one of 
the strengths and gifts of creativity. As Audre Lorde (1984) said, “The master’s tools 
will never dismantle the master’s house” (p. 112). The openness and imagination of 
creative thought and behavior then becomes one of the new tools we can use to 
dismantle the injustices of our world and create new, transformative structures and 
paradigms. 
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APPENDIX A 
CONSENT FORM 
STUDY ON CREATIVITY AND CHANGE 
Consent for Voluntary Participation 
As a student in the course Creativity and Change, I volunteer to participate in this 
qualitative study, and give the instructor, Dvora Zipkin, permission to use the following 
in the study: 
pre- and post- surveys 
pre- and post- locus-of-control questionnaires 
class assignments 
process journal 
creativity project 
creative change project 
tape recorded interview 
The information collected will be used to describe students’ process and self¬ 
perceptions regarding creativity and change over the course of the semester-long class 
Creativity and Change. I understand that participation in this study is completely 
voluntary, that I may choose to give permission to use any number of the above items, 
and that I am free to participate or not to participate without prejudice. The results from 
this study will be included in Dvora Zipkin’s doctoral dissertation and may also be 
included in manuscripts submitted to professional journals for publication. 
I also understand that I may withdraw from part or all of this study at any time, and that 
I have the right to review the material prior to the final oral exam or other publication. I 
may choose whether to have my name used in the study or not. If I choose not to have 
my name used, I will be identified by a pseudonym, and all efforts will be made to 
insure confidentiality and exclude any personal identifying information, although it will 
be necessary to identify participants by certain characteristics (for example, “a male 
junior engineering major..I also understand that, due to the small number of 
students enrolled in this course, there is some risk that I will be identified as a 
participant in this study. 
Researcher signature date 
Participant signature date 
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APPENDIX B 
COURSE SYLLABUS 
Education 397V: Creativity and Change 
(3 credits) 
Course Description, Goals, and Objectives 
This is a highly experiential course designed to guide students through a personal and 
individual exploration of their own creativity, and to explore ways of using creativity — 
process and product — to envision and create both personal and social change. 
Goals for this class include: 
• explore your own creativity and yourself as a creative person 
• learn and practice a variety of creativity approaches and techniques 
• explore connections between creativity/creative expression and change 
• study applications of creativity and change, especially as it relates to issues of 
social oppression, diversity, and social justice. 
CQdrse Expectation? and Evaluation 
The process of creativity is very subjective, something which is difficult to evaluate in 
terms of letter grades. In order to enhance student learning and process in this area, and 
to encourage learning for learning’s sake, this course will be graded on a pass/fail basis. 
This does not mean that you can pass this course with a minimum of effort. You must 
complete all requirements to obtain a pass for the course. If, for any reason, you have a 
problem with the course being graded as pass/fail, please speak with me as soon as 
possible. 
Much of the work in this course requires a degree of self-motivation. Basically, what 
you will get out of the course depends a great deal on what you are willing to put into it. 
Course Requirements: 
• attendance and participation in class discussions and exercises 
• completion of periodic “mini-assignments” and assigned readings 
• keep a process journal 
• mid-semester creativity project 
• final “creative change” project 
• final interview with instructor 
• Attendance and class participation. Since we only meet once a week, and since a lot 
of the material and discussion upon which the class is based will occur in class, 
attendance at every class is necessary. I understand, however, that unforeseen and 
uncontrollable events do arise, and absences will be excused in such instances. If you 
are unable to attend a class, you are expected to notify the instructor as soon as possible, 
and to contact another class member to make up both in-class work and any 
assignments. 
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This is an experiential class in which we will be learning from each other as well 
as from the instructor, readings, and assignments. Each student will be expected to 
participate in discussions and exercises in class. In addition, each student will be asked 
to contribute some of her or his own expertise in a creativity/change-related area, and to 
present a “mini-lesson” to the rest of the class. 
• Process journal. This is an on-going journal to be used to describe your own 
progress, observations, and responses to both course material and your own process as 
you explore your own creativity. It’s also a place for you to express yourself creatively, 
so feel free to use different colors, pictures, symbols, etc., in addition to words. 
• Mid-semester creativity project. This is a personal-growth, self-reflective project in 
which you will choose an area of creativity (i.e., drawing, writing) that you would like 
to work on. Using one of the suggested books, you will take yourself through the 
lessons and write a paper describing your process and results. 
• Final “creative change” project. Working in pairs or small groups, you will choose a 
social issue you would like to work to change. Using creative techniques learned in 
class, you will plan and carry out a project designed to help create change in this area. 
• Final interview with instructor. This interview will be scheduled at your convenience 
during the final week of classes or during final exam week. The purpose of this 
interview is to clarify and synthesize your process and learnings from the class. 
Required Materials 
• Required Texts (available at Food for Thought Books, 106 N. Pleasant Street, 
Amherst Center; 253-5432): 
Creativity is Forever, 3rd edition (includes study guide), by Gary A. Davis 
Reimaging America: The Arts of Social Change, edited by Mark O’Brien and 
Craig Little 
• Choose one of the following books to use for your mid-semester creativity project: 
Drawing on the Right Side of the Brain, by Betty Edwards 
Drawing on the Artist Within, by Betty Edwards 
The Zen of Seeing, by Frederick Franck 
Zen Seeing, Zen Drawing: Meditation in Action, by Frederick Franck 
Writing the Natural Way, by Gabriele Lusser Rico 
Writing from the Inside Out, by Charlotte Edwards 
Writing on Both Sides of the Brain, by Henriette Anne Klauser 
The Power of Your Other Hand, by Lucia Capacchione 
Source Imagery: Releasing the Power of Your Creativity, by Sandra G. Shuman 
The Artist's Way: A Spiritual Path to Higher Creativity, by Julia Cameron 
The Empowered Mind: How to Harness the Creative Force Within You, by Gini 
Graham Scott 
OR, another creativity-focused book you suggest and clear with me 
• A notebook for your process journal. A looseleaf binder is useful as it enables you to 
use a variety of types of paper. 
• A variety of fun writing/drawing materials, such as different colors and types of pens 
and pencils, markers, crayons, papers, etc. 
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Course Schedule 
Week 1. Introductions, Logistics; Introduction to Course and Creativity. 
Week 2. Hemisphericity: Right Brain, Left Brain, Whole Brain. 
Week 3. Blocks, barriers, obstacles to creativity. Hemisphericity, continued. 
Week 4. Intuition, Visualization, Imagery, “Visionizing”. 
Student presentation: _ 
Week 5. Intuition and Imagery, continued. 
Student presentation:  
Week 6. Creativity: definitions and theories. Process/product. Creativity techniques: 
creative problem solving, brainstorming, humor, cartoons, and others. 
Student presentation: _ 
Week 7. Creativity techniques, continued. 
Student presentation:  
Week 8. Empowerment and Change; Social Issues. 
Mid-semester projects due 
Week 9. Social Issues, Empowerment, and Creativity. 
Student presentation: _ 
Week 10. Creativity and Change. 
Student presentation:  
Week 11. Creativity and Change. 
Student presentation: _ 
Week 12. Creativity and Change; Applications. “Catch-up”. 
Student presentation:  
Wrek-U. Last class. Final project presentations. Evaluations, wrap-up. 
NOTE: If for any reason, you feel that you are unable to complete the course 
requirements as outlined, or need extra time to do so, please discuss this with me as 
soon as possible so that we can make appropriate adaptations or accommodations. 
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APPENDIX C 
MINI-PROJECT GUIDELINES 
Risk Project 
For this mini-project, take a risk (nothing dangerous or life-threatening please!) and do 
something you’ve never done before. Please do not use a risk that you took previously 
before this project was assigned; choose something specifically for the purpose of this 
assignment. Write a description of what you did; what it felt like before, during, and 
after; and what you learned from doing it (1-2 pages). How can you apply this to other 
areas in your life and work that feel scary and risky to you? How can this relate to 
creativity and change in your life? 
Arts for Change Project 
For this project, attend an event in the area that uses some aspect of creativity to convey 
a social and/or political message. This could be an art exhibit, a concert, a play or other 
theater performance piece, a movie, and the like, that uses a creative medium to convey 
a message. Write a short review of the exhibit, play, concert, movie, etc. focusing on 
how the arts were used to make a social/political statement. What were the effects on 
you, the viewer/audience? What kinds of change was the performance/exhibit 
advocating? What impact did the event have that talking about/hearing/reading about 
the same issue might not have? How does the creative voice help or hinder a message 
of social/political change? Please don't use an event you already saw; choose this 
event specifically with the project’s goals in mind, and view it in this light. 
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APPENDIX D 
MID-SEMESTER CREATIVITY PROJECT 
This is a personal-growth, self-reflective project. Choose an area of creativity (i.e., 
drawing, writing, etc.) that you would like to work on. Using one of the suggested 
books, or another book that you suggest and clear with the instructor, take yourself 
through the lessons presented. You should plan on spending the entire first half of the 
semester on this project. It is not expected that you will be able to complete all of the 
exercises and assignments suggested in the book you choose, but it is recommended that 
you try to complete as many as possible, and to complete a variety of types of exercises. 
Pace yourself so that you can move through the entire book over the course of this half¬ 
semester, getting to try at least some of the exercises in each chapter. In other words, 
try to pace yourself to complete a few exercises in each chapter and reach the end, 
rather than doing all the exercises in the first three chapters, never reaching the second 
half of the book. 
Suggested books include: 
Drawing! Art 
Drawing on the Right Side of the Brain, by Betty Edwards 
Drawing on the Artist Within, by Betty Edwards 
The Zen of Seeing, by Frederick Franck 
Zen Seeing, Zen Drawing: Meditation in Action, by Frederick Franck 
Writing/Writing Process 
Writing the Natural Way, by Gabriele Lusser Rico 
Writing from the Inside Out, by Charlotte Edwards 
Writing on Both Sides of the Brain, by Henriette Anne Klauser 
“Inner Process” Work 
The Power of Your Other Hand, by Lucia Capacchione 
Spiritual Perspective on Art!Creativity: 
The Artist’s Way: A Spiritual Path to Higher Creativity, by Julia Cameron 
General Creativity 
Source Imagery: Releasing the Power of Your Creativity, by Sandra G. Shuman 
The Empowered Mind: How to Harness the Creative Force Within You, by Gini 
Graham Scott 
** You may also choose another creativity-focused book. Please clear it with the 
instructor before beginning. 
You will be expected to hand in your work (drawings, writings, etc.) or a sample of it, 
and a paper focusing on your results and learnings about creativity, on your process- 
thoughts, feelings, insights, ideas — as you took yourself through this “mini-course” in 
creativity enhancement, and on ideas you may have for applying creativity and creative 
acts and process to other parts of your life. To that end, it will be beneficial for you to 
make on-going entries in your process journal as you work through the course. 
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The following questions are intended as guides to get you thinking about what kinds of 
things to include in your paper. You do not have to answer every question specifically, 
nor do you have to limit yourself to these questions. 
What did you learn about creativity? 
What did you learn about yourself? What insights into creativity, your own creative 
process, and yourself as a creative person have you gained? 
What kinds of thoughts did you have during and after the project? 
How do you feel about this project/process? How did you feel during the process? 
Afterwards? How do you feel about the results (“end-products”)? 
What feelings about creativity and about yourself as a creative person came up during 
this project? 
What would you like to do with the results of this project? 
How would you like to continue pursuing creative projects? 
How could you see applying this project/process and these learnings to other courses 
and projects you are involved with? To your chosen future career? To making 
changes in your life, family, community, etc.? 
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APPENDIX E 
FINAL CREATIVE CHANGE GROUP PROJECT GUIDELINES 
Working in groups of 2, 3, or 4 people, choose a social issue, or some aspect of an issue, 
where you would like to see some change occur. Using visioning, problem-solving, and 
other creativity techniques (those learned in class, from readings, and/or others you 
know), come up with, as a group: 
1) Visions for change. In other words, besides what you would like to see this issue 
changed/rom, what is the vision of what you would like to see this issue changed 
tol You will probably come up with many alternative visions; remember the 
creativity and brainstorming guidelines: quantity and even silliness count. 
2) A creative method or technique for achieving one of these visions for change. This 
could take the form of a creative solution which you design and present, a not- 
necessarily-creative solution that you arrive at using creative thinking techniques, a 
creative expression (i.e., theater piece, song, dance, work of fiction or poetry) 
designed to raise awareness and present alternative visions, etc. 
There are three parts to this project: 
1) Your group will present its vision and method for achieving it to the rest of the class 
in some creative manner. The presentation should be about 15-20 minutes in length, 
plqs be prepared for comments and questions. 
2) The group will turn in one paper per group describing the problem/issue, its visions 
for change, the process/methods/techniques used for both visioning and achieving 
this change, and the final “solution” and how it was presented to the rest of the 
class. Questions to consider might include: What issue (or aspect of an issue) did 
you choose to work on? What is the current situation as regards this issue? What 
kinds of alternative visions for change did you come up with? What techniques did 
you use for doing this? Which vision(s) did you decide to focus on, and how/why 
did you choose this one? How did you decide on your method for 
implementing/expressing your vision? What was your final creative “solution”, 
how did you come up with it, and how did you present it to the class? 
3) Each member of the group will write an individual process paper reflecting on their 
personal process (and, to an extent, the group’s process as well) in developing and 
carrying out this project. For this paper, you are to focus mainly on your own 
process, feelings, reactions, etc. Possible questions to consider might include: How 
did you feel working in the group on this project? What other ideas/visions did you 
come up with that were not reflected in the group paper or presentation, and why 
were they not used by the group? Which methods/techniques for visioning, 
expressing, and implementing the change did you most like, and which did you not 
find useful? How did you feel using these techniques? What other uses can you see 
for using them in other parts of your life and work? Based on your own experience, 
what, if any, general conclusions can you make about the use of creativity in change 
efforts? Finally, in general, what did you learn, discover, accomplish regarding this 
particular issue and vision; your process of visioning, expressing, and implementing 
change; and yourself in relation to creativity and change? 
Please note that the above questions are provided as a guide; you do not have to be 
limited by them, nor do you have to answer every one of them, as long as your paper 
addresses the main issues that these questions cover. 
Most importantly, HAVE FUN as you create your projects! 
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APPENDIX F 
SURVEY 
Education 397V: Creativity and Change 
Name: Age: Gender: 
Major: Year in College: 
In what way(s) do you describe/identify yourself? 
What is creativity to you? How would you define it? 
How do you see yourself as a creative person? How does your creativity manifest 
itself? Do you get much opportunity to express your creativity? Give examples. 
How do you feel when you’re doing something creative? Afterwards? 
How do you see yourself as a change agent? Be specific. 
In what ways have you made change in your personal life? 
In the community? 
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How did you feel about making these changes? 
Place your answer on the continuum from no control to total control. 
To what extent do you feel capable of effecting change: 
♦ in your personal life? 
no control total control 
• at home? 
no control total control 
♦ with your family? 
no control total control 
♦ in relationships? 
no control total control 
• at school? 
no control total control 
♦ at work? 
no control total control 
• in the community? 
no control total control 
What connections do you see between creativity and change? 
Why are you taking this class? 
192 
APPENDIX G 
LOCUS OF CONTROL QUESTIONNAIRE 
There are no “right” or “wrong” answers to this questionnaire. Be honest with yourself; 
give your personal opinion. If you agree with the statement and think that it’s true for 
you, write “yes” on the line next to the number. If you disagree with the statement and 
think that it’s not true for you, write “no” on the line next to the number. 
1. _ If I wait long enough, problems will just go away. 
2. _ When I make plans, I usually can carry them out. 
3. _ Getting what I want requires pleasing those people above me who are in 
positions of power. 
4. _ If I work hard I can get a decent grade in any course that I take at this 
university. 
5. _ Do you often think that the institutions of our society (like government, 
religion, police, school...) are part of a powerful “system” that 
dominates our lives? 
6. _ Do you think that the average citizen can influence the decisions made by 
politicians at the national level? 
7. _ Some people are just “lucky” when it comes to their intimate relationships 
... their love life seems to work out for them without too much hassle. 
8. _ Do you believe that you can calm down and feel less angry about 
something if you really try to relax? 
9. _ Do you feel that it’s nearly impossible to change your own parent’s mind 
about anything? (If your parents are deceased, focus on past events). 
10. _ If I work hard enough to accomplish something, I can usually make it 
happen. 
A) Look at numbers_,_,_,_,_. If there’s a YES next to that number 
circle the number on the left hand side of the page. 
B) Look at numbers_,_,_,_, . If there’s a NO next to that number, 
circle the number on the left hand side of the page. 
C) Add up each of the circles you have on the paper: _. Mark the appropriate 
spot on the horizontal line below. 
CAN I MAKE A DIFFERENCE? 
“YES” 0123456789 10 “NO” 
developed by Warren Schumacher, University of Massachusetts!Amherst 
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APPENDIX H 
FIRST INTERVIEW GUIDE QUESTIONS 
Clarify demographics re: social identity (gender, age, race!ethnicity, religion, etc.), 
major, kind of work planning to do after graduation, etc. 
1) Please share your general impressions and comments about your own process 
during the semester and the class in Creativity and Change -- what you did, how 
you felt about it, etc. 
2) How would you define Creativity? 
3) How has your view of yourself as a creative person changed during the semester? 
4) How has your view of the importance of creativity in your life changed during the 
semester? 
5) How do you express yourself creatively? 
6) What are your biggest blocks or barriers to being creative? What do you do to 
overcome them? 
7) How do you see yourself as powerful, in control, and/or as a person capable of 
making change in your life and in the world? 
8) How does creativity fit into this? 
9) How has any of this changed during the semester? 
10) In what ways do you foresee using creativity in your chosen work -- in general, and 
for making change? 
11) In what ways do you use, or do you foresee using creativity in your personal life - 
in general, and for making change? 
12) Anything else you would like to add — in general, about the course, about creativity 
and change, about your perceptions of yourself as a creator/changer? 
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APPENDIX I 
SECOND (FOLLOW-UP) INTERVIEW GUIDE QUESTIONS 
1) What do you most remember from the course “Creativity and Change”? 
2) How have you used creative expression and/or creativity techniques, including the 
work you did for your mid-semester creativity project, since the course ended? 
3) How have these techniques affected how you view or approach problems and 
situations, or make changes in your life and/or work? 
4) Which techniques would you like to use again? How, and in what kinds of 
situations/settings? 
5) What stops you from using more of the creativity techniques and ideas from the 
class? 
6) What would you need to be able to be more creative and to be able to use more 
creativity in making change in your life? 
7) What is your current thinking on the connections between creativity and change? 
8) What is your current perspective on yourself as a creator, as a changer, and/or as a 
person able to envision solutions to problems? 
9) Anything else you would like to add? 
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